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Upwards of twenty years have elapsed since I was first solicited by friends, 
professors, and amateurs, to write on the fingering of the "Violoncello. It was not 
then possible for me to undertake such a task, although so perfectly in accord¬ 
ance with mv own feelings. I was too much occupied and, it may be, too much 
given to pleasure, while I resided in Paris, to expect to finish a work which would 
require so much time and research: but as I never lost sight of it, 1 prepared mate¬ 
rials by occasionally making notes of what 1 might have to say, in case I should 
ever set about it . At length 1 have found leisure to devote myself entirely to the 
work, and this 1 have done with pleasure, having been always passionately fond 
of studying the Violoncello . I shall be happy if my work should meet the ap¬ 
probation of the public and the masters of the art, whose suf Trage will be al¬ 
ways f lattering to me; and particularly if it should help to abridge the immense 
labour of those who are engaged in the study of the instrument. 

I have confined myself to treat on fingering, because that branch is the least 
known and yet the most useful; and although I am aware there are professors 
who finger extremely well, it, is nevertheless true that the rules for fingering 
the Violoncello are still so slightly established, that the most skilful justly com¬ 
plain there exists not a method sufficiently developed and complete, but every 
professor of the instrument fingers in a manner peculiar to himself. If it be said 
that every performer has also his own mode of expression, I reply it is very na¬ 
tural this should be so; bnt as fingering is purely a mechanical operation it ap¬ 
pears to me it should be the same with every individual . 

It is certain that hitherto nothing satisfactory has been written on fingering 
the Violoncello. There are even some professors who still affirm there exist un¬ 
avoidable contradictions in fingering which it would be futile to endeavour to cor¬ 
rect, and that it would be almost impossible to answer satisfactorily all questions 
on this subject without apparent contradiction arising &c: but let me assure them 
that,if the Violoncello is not susceptible of a regular method of fingering, it must 
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be an interior instrument, and. this is not the rank which it holds among those 
at present in use 

My design in writing this treatise is not to produce one of those books call¬ 
ed a Mkthod _ books in which the principles are lightly touched on,and in which 

are gi\en an immense number of progressive airs in every key, that, become old 
almost as soon as written. Every master can find such things ready to his hand, 
or can compose them for his pupils if necessary. 

1 purpose to treat the subject of fingering in its full extent, and in so convincing 
a manner, as to reconcile even professors who may differ in opinion on certain points, 
and endeavour through the force of reason to lead them to unity of principles . 
Perhaps this may be a lofty pretension; but I shall not think I have produced a pas¬ 
sable work, and one which is in the smallest degree useful, unless I attain that end. 

I have gone considerably into detail in the article on double stopping, for two 
reasons: first, because it has not hitherto been treated on , although I consider it 
very useful to a great player; and secondly, because it has often served as a proof 
of the correctness of my views, for double stops become impracticable when not 
fingered with great regularity . 

Some things will be met with in the course of this work which will appear 

difficult, but I have taken care to avoid such as are impracticable_This is not 

a vain theory . Not a scale, a passage, or piece has been inserted , until 1 have fre¬ 
quently tried it myself, and until it has been also tried by mv brother, (w T ho was , 
is, and always will be my master,) and even by some talented pupils of mine at 
Berlin and Potzdam. This has fully convinced me that nothing wall be found here¬ 
in which cannot be easily, neatly and accurately executed; for what at first si ght may 
appear impracticable, will become perfectly easy, if the learner have patience to prac¬ 
tice it, and also to finger it regularly, as it is marked . 



4 


E X P LA N ATI ON 

RESPECTING THE CLEFS USED IN THIS WORK. 


For the sake of the greatest facility, as well as to comply with the usage 
now established, I have employed only two clefs; that of F, or the Bass clef , 
and that G, or the Violin clef . 

I do not use the G clef as it is employed in the general system of clefs, but 
according to the method adopted during the last thirty years for the Violoncello: 
so that the G here given in the F clef L0_=E and that which follows in 


the 



are the same, or in other words, a unison. 


EXPLANATION 

* 

OF THE SIGNS USED FOR THE FINGERING. 


o , Signifies the open string . 

(j> , Signifies the thumb,^ and the figures 1,2,3,4, the four fingers. 

When a line is drawn after 2”:' string, it implies that the playing is to be 
continued on that string, as far as the line extends; and so as regards the o- 
ther strings . 

When a line is drawn after same position, it implies that all the notes with¬ 
in the range of the line must be played in the same position. 

When the words same position occur after y , which indicates the thumb, they 
signify that the thumb is to remain in the same place. 

If I should require to use other signs, 1 will .explain them when the occasion 
presents itself for their employment . 

^ In (hr origin., I W.'ill’ll ril if inn .if (his work a is tisrd to in<li< al. Hu- open st ri ntf, a ml 0 t.i imliratr (hr thiinih 
T/,,. , 1 1 k ivr rii.iilirrs ha\r hriii it'.ulr ill ai-riirdaiirr with 4fi'Hrral practice. 
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CH A PTER I. 

THE TUNING OF THE VIOLONCELLO. 



A D G 

c 

I shall offer some remarks on the manner of toning', after having spoken 
of the revision of unisons and octaves by the open strings. 

CH APTER II . 

MANNER OF HOLDING THE VIOLONCELLO. 


1 he manner of holding the Violoncello between the legs varies greatly ac¬ 
cording to the habits and different stature of persons . A man may play very 
w ell, alt hough holding his instrument somew hat higher or lower than ordinary . 
I he following method is the most usual, and is perhaps the best. 

The player must first seat himself on the fore part of the chair, extend 
Ins left foot forward, and draw in his right; then place the instrument between 
Ins legs, so that the lower left hand corner of the back may fall into the hollow 
of the left knee, and the weight of the instrument be borne on the calf of the 
left leg, the foot being turned outwards. If, on the contrary, the left knee were 
placed in the concave part of the sides, it would impede the free passage of the 
bow when playing on the first string. The right leg must be placed against the 
lower side of the instrument to keep it steady. 
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CHAPTER III . 

OF THE POSITION OF THE HAND. 


The position of the hand being one of the most essential things in play¬ 
ing well on the Violoncello, I think it my duty to enlarge a little on this subject. 

First, the thumb must be placed in a natural manner quite at the back of 
the neck, parallel to, and between, the first and- second fingers, when these are pla¬ 
ced on the finger-board. For instance, in the first position, when the first finger 
is put on the note E of the second string, and the second finger on the note F of 
the same string, the thumb at the back of the neck should come exactly between 
these two fingers ; and in all four positions of the hand on the neck, the 
thumb should be always opposite the interval formed by these two fingers, in 
order that the hand may constantly preserve the same appearance 

Secondly, the fingers must be well rounded on the string, so that they may 
fall down upon it like little hammers. 

Tn order to see the form which the hand should assume on the neck, we have 
only to take the following chord, and it will then be properly placed. 


Cs>: 4 v w 'st~ .To---— 

— 







* -ee " String- 


By moving th e hand a semitone lower, the following chord may be taken , and 
yet the hand will retain its proper form; and notwithstanding this descent of a se¬ 
mitone we shall still be in the first position. This will be explained hereafter. 


Thirst Position • 






2HZ^ZS!±5I 


String - 




I have given the preference to these two chords, although they are not in the 
scale of G, which is the first, because I wished at once to have the distance of 
two tones between the first and fourth fingers. It will be seen hereafter, that 
there is alternately the distance of a tone and a half, and of two tones, between 
the first and fourth fingers; but it is requisite that the hand be so placed, that 
the stretch of two tones between these fingers can be easily made. 

There are many persons who, in playing the following passage, always jerk 
the hand in taking the E flat. 
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12 112 1 12 4 12 4 

First Position. 

But only the first finger should advance and recede; that is, advance 
in order to take the E natural, and recede to take the E flat;the whole 
hand however must always preserve the same form. The second, third, and 
fourth fingers, must not suffer the least alteration nor experience the least 
movement from the change of place of the first finger; and the thumb also 
must remain quite immoveable during this exercise. Here follows another 
example of this movement of the first finger, without deranging the position 
of the hand. It will be the more striking, because the second and fourth 
fingers remain stationary, and only the first finger moves. 

First Position. 

The "fourth finger which takes the C on the third string, and the second 
finger which takes the other C on the first, must remain stationary through, 
out; it is only the first finger which motes from E flat to E natural, and 
vice versa. The other fingers remain steady in their places. 

In the next example, the second finger takes the place of the third;while 
the first finger remains immoveable. 

134 124 13 4124 

First Position. 

If the thumb be placed at the back of the neck, exactly opposite the interval 
between the first and second fingers, every facility will be afforded of moving 
the second finger into the place of the third, and consequently the third and fourth 
will have advanced a semitone; and the extension between the first and fourth,which 
was only a tone and a half, will now be that of two tones. 

Here follow’s another example of the same movement,but with double stops. 

First Position. 

In this instance, the first finger remains firm in its place; the third,which 
takes the B on the third string, gives place to the second finger, and, by this 
Procedure, enables the fourth, which took G natural on the second string, to 
ascend to G sharp on the same string. 
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The above chords are certainly not rich in harmony, hut they have been 
chosen in preference to others, as being the best adapted to elucidate the 
position of the hand. 

Double stops have been used, because they oblige the hand to take its 
proper position; for, those who hold their hand badly when playing single 
notes, always hold it well when they play in double stops; so that it may 
be said of them, they have two positions of the hand. 

W hat we call a bad position of the hand, is, grasping the neck as in 
playing on the Violin, which contracts the fingers, and renders the exten¬ 
sion of two whole tones by the first and fourth fingers almost impracti¬ 
cable, unless the hand be very large: so that those who adopt this position are 
obliged to jerk the hand every moment, even in playing such a passage as the 
following, in E flat. 


,1 2 4 

2 1 2 

4 2 1 2 4 2 

1 

M' , h ■*,■#■ *— 

#-1- M — -1 

m .— 0 - ' — 0. — m .— 0 - 


_wi,. 

■Mi 

E3-^- 1 



If those who grasp the neck are open to conviction, they must admit 
that they cannot play this example without jerking the hand. 

In passi n g fr om the first position to the second, from the second to 
the third, and then to the fourth, the hand should always preserve the same 
form; and the thumb, which should be held lightly at the back of the neck, 
should follow the hand, and be always placed in a parallel direction between 
the interval formed by the first and second fingers, as already remarked. 

There are some who begin by moving the fingers from one position to 
another, and then making the thumb follow* This method subverts the per¬ 
pendicular pressure of the fingers, and even alters their respective distance, 
which gives rise to false intonation. In each position, the hand must pre¬ 
serve the same form as it took in the first; and the fingers must likewise 
maintain their same respective distance, except their insensible and necessary 
approachment to each other, in moving towards the bridge, owing to the stops 
becoming gradually closer. These approachments of the fingers can only be de¬ 
termined by the ear: a well practised performer makes them, as it were, mechanically. 
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I have already remarked that the fingers should he rounded on the string; 
and in order to effect this, they must be made to press upon it with their tips, 
as near the nail as possible. Many persons who have not been able to acquire 
this rounding of the fingers, have imagined that it arose from want of strength 
and nerve; but they are mistaken.lt arises from their not employing the tips of 
their fingers. The third and fourth fingers are chiefly subject to this fault. Ad 
vance the finger a little and press it firmly on the string, and the first joint 
Hill be observed to sink in; but place it as near the nail as possible, and then 
press it down, and it will remain rounded . Hence, it is not the want of strength, 
but the bad method of placing the finger on the string which is the cause of this 
inconvenient e , a fact, indeed, which will be obvious to every unprejudiced person,and 
Hindi must the less be disregarded, since the acquirment of a good touch will be 
impracticable, if the fingers be not placed on the string in this manner. 

Care must be taken not to hold the fingers high above the strings, but to keep 
them pressed upon them as much as possible; for instance, if [) had to betaken on 
tin first string by the fourth finger, the other fingers should be also on the string 
which W, II impart much strength and firmness to the fourth, as this alone would be 
veiy feeble. lake,for example, the following notes: — 


first Position 



The first, finger is placed on B. then follows the second on C (the first still 
remaining down), and the fourth takes 0, the third being pressed down at the same 
time with it. The I) is then sounded again, while all the fingers remain down; 
afterwards, the fourth and third are raised together, and C is left under the pres¬ 
sure of the second and first fingers; then the second ,s raised,and the first is,found 
in its place for B.'i his method is the more deserving of notice, as hy it the fingers are 
reciprocally strengthened, and when once correctly pressed down, are found again 
in the same place . 

If the following passage he play. quick time, the fingers should act in the 

manner described above, and the first linger always he kept firmly down . 





R 

' -1 

0 

JL 1 

— 


£ 




... 

=5 

= - 

-—1— 


tj 
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In the following example, the second and third fingers should fall and rise 
together, as if they were one. 


First Position. 



To perform this, place the first finger firmly on the string, and the second 
and third fingers moving together will not only impart strength, but also much 
greater facility, than if the third finger acted alone. 

The shake is made in this way. 

a k !) 


First Position. 


-Sr 


In the next example, the third anti fourth fingers are those which must 
act together. 


2 


4 o 

© 


First Position. 




X .SV £- -i- f- 





The shake is made in the same way, and thereby becomes more marked and brilliant 


First Position. 


-©- 

= M: i, -1 

.AJULr 


2 

1 -zrE=====± 

-4 2 T2 i 


Here the second finger must he placed very firmly on the string, and the heat 
ing made with the fourth finger, accompanied in its movements by the third, which 
will greatly improve the shake. Perhaps it will be asked, why should these two fin¬ 
gers he used together in shaking? Would it not ensure greater neatness to keep the 
third a little raised, as many persons dj*P because it is possible that both fingers 
may not move well together. To which I reply, it will he very difficult to prevent 
their acting together. Let any one try, even without an instrument, to open and close 
the little finger as is done in making a shake, and he will see il the third fiugt r 
does not naturally make the same movemement; which indeed it will be found u ry 
difficult to prevent. Hence it follows that, in forcibly impeding the movement of the 
third finger, the fourth is subjected to much restraint; by which also it is deprived 
of all the strength that the third would impart to it, if both moved together as 
nature indicates. 
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This chapter will perhaps he thought rather too long and complex to he placed 
at the beginning of this work; hut 1 could not easily have been more concise, as 1 
desired to express myself in as clear and intelligible a manner as possible: for, 
tlie acquirement of a good position of the hand presents the greatest difficulty to 
the pupil, especially if he has previously contracted a bad position. Indeed, I have 
met with some who have never been able to attain it. As to complexity, I have 
endeavoured to my utmost to avoid it: however, 1 considered myself not as speaking 
to young beginners who are wholly ignorant of music,(for a knowledge of the scales 
is necessary for a thorough comprehension of this chapter,! hut to amateurs consi¬ 
derably advanced, and to professors who can explain my meaning to their pupils, 
if they should adopt my method of fingering. .Hence,I deemed the beginning 
of the book the most suitable place for what I have here said. 

CHAPTER IV. 

OF THE SCALES ON THE NECK. 

I shall give these scales in the chromatic order, leaving it to masters to 
present them to their pupils in whatever order they may deem the most suitable. 

A difficulty occurs in regard to the succession of sounds in the minor scales, 
some persons desiring the major sixth in ascending, and others the minor sixth. 
But, as this is a treatise on fingering, and not on composition, J shall not at¬ 
tempt to decide the question. Besides, ever since I have played the Violoncel¬ 
lo and composed musical pieces, I have sought in vain, in the works of the 
best authors, whether it could he determined by the fact of general practice; 
and all I could discover was, that, in ascending, the sixth degree is sometimes 
major, and at others minor. Still, however, I have observed that in slow scales 
it is most frequently minor, and in quick scales generally major,in ascending. 
Occasionally also, the seventh degree is major in descending, though it is 
more commonly minor. 

As the player should perform the music as it is written, I shall give the 
minor scales in two ways: first, with the major sixth in ascending, and with 
the minor seventh and minor sixth in descending, as ordinarily used:secondly, with 
the minor sixth in ascending, and the major seventh in descending, as occasionally em- 
ploved. 11726 
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For the scale of Ff Major, see Chapter VII. p/ 38. 


4* h String. S^strin*. 2'V 1 ! 


I s . St rinfif. 




F# MINOR. 


|st T. 3 4 1 1 41 1 4 <> I 2 I 3 ¥ 

1 . St ring. 

l . 2 . String. 3 ,d String. 4*.^String. 


F# MINOR. | 

ascending with the Minor , 

■*~s 

Sixth,and descending with 
the Major Seventh. i 


G MAJOR. 


G MINOR. 


G MINOR. 1 

ascending uith the Minor J 
Sixth,and descending" witm 
the Major Seventh. / 


^ j 2 I 0 ' 4 2 l O ' 4 T 7 


4-t^-String". 3 rd St i 


2 nd String. 


Y 4 l 2 4 () l 

I s .* St ri 02 . 


I s .* SI ri iiu'. 


0 1 3 




I 4 3 [ 0 4 2 1 (T 


4 2 I 


For the scale of Gr \) Major, see Chapter VII. p. 39. 
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It Will perhaps he thought extraordinary that, in these scales, I have taken the 
greatest care to avoid playing two notes w ith the same finger, which has been done 
in all the instruction books hitherto published. My opinion is that it is a vicious 
method and produces a had effect. Every one knows that a fine style of playing 
can only be produced by a good touch, and certainly this cannot exist in sliding a 
finger from one semitone to another; for, if the how do not act on the string at the 
instant when the finger is slid, a very disagreeable sound will be heard. It is true 
that, in a rather slew time, two notes may be taken with (he same finger; and even 
an interval of a third, a fourth, or a fifth &c. may he thus played by a lor,able si,cl¬ 
ing of the finger,which produces a very good effect, and is called the V „, lament,,. 


K X A M P L K 











IS 


These sliding*, if I may so designate them, are made more or less rapidly, accord¬ 
ing to the expression required by the melody; but, in a quick movement, where neatness 
forms the greatest merit, two notes played with the same finger are, in my opinion, in¬ 
defensible, as being wholly opposed to such neatness. If, in playing at first sight, it 
should so happen that we cannot at once determine on the best position, it would then 
certainly be better to take two notes with the same finger, than not to play them at 
all; but in a well-studied solo, it will be far preferable to avoid doing so . For instance, 
in a slurred run, two notes with the same finger are indefensible. 

EXAMPIK 

In B Major; with two notes played 
hy the name finger. 

There is no one possessing the slightest knowledge of the Violoncello, but must ad¬ 
mit that this run is very badly made; and yet such a mode of fingering is very usual. 

Here follow dif ferent ways of making this run , w ithout using the same finger for 
two notes in succession. 

First way,. 

Hl 2' 1 .' 1 St ring's . 

Second way. 

3 r . d & 2".' 1 Strings. 

Third way 

3 rd 2 "d Ik 1 S . L Strings. 

The same run in A it,with two 
notes played hy the same finger 


Bv avoiding- the use of the saint 
fingvr for two notes in sueession 


W e will now give these runs, both in ascending and in descending, with the ap¬ 
plication of the same finger to two notes in succession , and they wall he found still 




rnorp vicious. 
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These examples might be repeated in different keys, but I think enough has been 
said to prove that the method of taking contiguous notes with the same finger is 
vicious, and that it should by all means be avoided. The fingering of a passage is 
sometimes changed on account of the mode of bowing it: for instance, if I had to play 
the scale of B flat through two octaves with the detached bowing, I should finger 
it simply as in the following example: 



But if I had the same scale to play slurred, I should finger it as below; be_ 
cause it seems to me that, by avoiding the open notes, the tone become much 



The ear must be well exercised before these methods of fingering can be adop¬ 
ted, because the open notes serve as rallying points for the intonation. 

I shall not farther enlarge on the choice of fingering, as that will always de¬ 
pend on the taste and ability of the performer. 

There are some passages in which we must necessarily take two notes with 
the same finger. These I shall give in a subsequent part of this work. 
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CHAPTER V. 

OF THE SCALES PLAYED ON ONE STRING. 

We will commence by giving the scales of 0 major and C minor, on tht 
first string, and will then continue them from tone to tone . 

SCALE, OF C , OS THK FIRST STRING. 

C MAJOR. 

C MINOR. 

Great attention should be given to the fingering of these scales, as it serves 
as a model for the others: for, as the degrees of the scale are the same in all the 
keys, the corresponding degrees in all of them should be taken with the same 
fingers . 

1„ the key of 0, for example, C is the first degree, D the second, E the third, 
F the fourth, G the fifth, A the sixth, B the seventh, and C the octave or eighth. 

K X A M PLF, of the Degrees. 

We will now examine some examples with the degrees and the fingering 
marked; the former above, and the latter below. 

Scale of C MAJOR 

Sea le of C. MINOR 





Here, it is perceived, the tonic C, or first decree, is taken will) the second fin¬ 
ger, which naturally happens in the first position of the hand; but it is the 
second degree which chiefly demands attention, that having to he taken with 
the first finger in e\ery key, and then the succession of fingers will he al 
Mays the same as we have given in the above scale of C\ 

It must also he observed, that it is not the same notes, hut the same 
degrees of the scale, which ha\e to he taken with the same fingers, which 
regular manner of ascending the scale on one string might be called mathe¬ 
matical. We gi\e the scale of D, to prove this assertion. 



In the key of D, the tonic is I), and consequently the first degree, E 
is the second, F the third, G the fourth, A the fifth, B the sixth, C the 
seventh, and D the octave or eighth 

Here is a comparative example of the degrees and fingering; the former 
indicated above, and the latter below the notes, as before 


D M A J O K . 


D MINOR 



I his shows that the scale of D is played, in ascending, with the same fi n _ 
gers as that of C; placed, however, not on the same notes, but on the same degrees 
*rom this regularity of fingering, there result two great advantages: the 
first is, that, as the degrees of the scale are always at the same respective 
distance from each other, it greatly facilitates purity of intonation; the second, 
that the octave being always taken w ith the same finger, we are naturally led 
into the moijt advantageous position; for, in descending the scale,by placing the 
thumb behind the first finger, (which it is natural to do,} we shall have a compass of 
two oc taves, in the kev in which we are playing, directly under the hand. 
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Til prove this, let us take again the two scales of C and 1). The mark lorlho 
thund, will be IV ; and it must also be observed, that the two heads of notes indica¬ 
ted below the highest C are not meant to be played, but are merely intended to show 
that the thumb is to he placed on the two strings where those notes are stop,, ed, at the 
same time as the third finger is placed on the highest note, C. 

Wstri.v' 3r ' ,S,, ' imr - ^Strin*. 

1 st String. y ^ ^ ^ rn vtr. 1 j ■ I i - 

"€/ i, 1 3 12 1 2 3 2I9321 9 3 2 1 Js f| 

This method of placing the thumb is to be adopted in all the scales, and by ta 
king care not to raise the first finger, the thumb will naturally fall in its right place 
immediately behind it.- but if the first finger be lifted up, the thumb will most fre- 
quently take a false position, for want of a point of support. 

A 

ip 


I s ! 4 String: 


D MAJOR 



13 12 12 


* 1 1 3 2 1 V 3 * 

I have not given these scales in the minor mode, because the eighth degree be¬ 
ing always taken with the same third finger, everything remains precisely the same, 
so that further comment would he nseless . It may be said that the scale of D is more 
simple, and easier of performance, with the following fingering. 

1 st St fill if. 



4 13 4 (,) 12 3 2 1 V 3 2 1 V 


To this I reply, that I do not at all disapprove of this method of ascending the 
scale, as I frequently adopt it myself, because it is very convenient and admits of the 
harmonic A being readily taken with the thumb: but as it is only applicable to certain 
keys, those persons who are only acquainted with this method of placing the thumb, 
know not what fingering to employ when they are not playing in the open keys, name¬ 
ly, in D, A, C, or G; whilst the method of fingering which has been advocated a- 
bove, is precisely the same in every key, and always produces the same results . 
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I st S(rn,^ 




£ lld Sfrimr. 


G MINOR 


aI> major. 


Gfl MINOR. 


A MAJOR 


A MINOR 


i st sir,.. 4 _ *£r 

r, L CN / / f F t F_ 

Elf k* ,» V i '“ r ir 

FVff EE*t o 

—a - v - 

-- 1 1 

T 1 | 1 ___ 



—fl 


i .,1 ±= — 

--1-j-j- 




r-- 

i 

Hi 

^ l.i ^ 

!, I 2 

St riinc. 

' ^ 1 

r 

12 12 

3 2 T 

9 3 2 1 0 

2 nd St rinuf. 

= f i f f r 

l 

h \— 

SL -Q- 

9 

-0- 

- \j - 

— 

— h i ... _ l_ 


______ 


——i—■ --- i r 


—- ————- t 

•J 2- 1 < 

I s . 1 St rinj»\ 

n t CN i 0 -1 

! T 2 12 

32 r 

tl 3 2 1 9 1 <> 

ft: m *"**'«"*■ //•— 

F r r 4 i 0 - 0 _^_o_ 

1/ 

— 

1 1 r 


l r 

_L_ 

_ 

/ .- 1 


1 1 1 


1 ! 1 1 

_J_ 

_ 

r 7 n —i- 1 1 ' ! t 

-- 1 -1- 1 1 1 

2,12 

I s .* String. 

~ att ^ ^ - 

12 12 

#.1 ^ f f 

1 ] 1 1 ) 

3 2 1 

ill 

X 

93219 

2 nd String. 

'PPf f f 

1 V 

fr .—.. 

SL SI -o- 


u r 

i 1 ' 1 1 

J__L 

_____L_ 



—ft 

F=¥= 

I-- -u j 

....r 





i 2,121212 

„ / F F f F - 

3 2 l 

f bf l| 

1~ r~ 

93219 

2 nd Strinjf. 

if#..*#* 

1 

/r _. 

L G. S. 

V 

-0- 

j :i t i i i i ' i 1 i i i i i i i i i 

.-A.— 

1= 

1= 

1 ■ -.— F 

—..—— -'--..t-.}- 

1 

tii 2,121212 

3 2 1 9 3 2 l y 

1 

1 V 


Those scales might he carried yet higher, hut/ the principle and the fingering 
of them Mould still remain the same. 

As I commenced with the scale of C on the first string, with the second fin. 
ger placed on the first note, there remain, to complete the scales on the first 
string, those of A (beginning with the open string),B flat, and B natural. 


A 


A 


major 


MINOR. 


I s * St rilin'. 

fi*}" j- 


. * 0 0 y : 

* 2 ’ 

| * f" m — 0 ~~ 

s,rin ^ | !r 

zizzAji r : 



t==fc=_t= 

M — 0 — j ^|-O-—O ctt~ 

•V 7 —ii- 1 


I * 1 • 

3 2 1 9 3 , 

[19I 

I s t Strintf. 

■T . = 

— 


T H, # # ^ . d=Ef.F^-x-F= 

«j <> 1 1 

1 5 

1 

h- i. 1 

[ 2 1 2 a 

.1 ■ - 

2 1 V 3 2 

: 1 <t ‘ V 


In this Key we may ascend to the double octave on the same string. 


A MAJOR 

hroii* h twu octaves. 




* 1 0 


2 l 

String. 


I * ..i... f | f 

2 3 1 2 i 2 T" 

h' .. —^ 
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I have now to give the scales of B flat and B natural, but must first 
observe that, in these, there occurs an exception to the general rule which 
I have sought to establish, and which has hitherto been strictly followed; 
namely, that the first finger should always be placed on the second degree: 
but, in the scale of B, this is not practicable, because the tonic or first de¬ 
gree must necessarily be taken with the first finger, and hence it would be 
impossible to take the second degree also with it, except by playing two 
notes in succession with the same finger, which would produce a very bad 
effect. The following is the way of fingering these scales on one string. 


Bb 


M AJOfl. 


I s * Sf rimr. 

&y r r r* 

TT i | l a ' 


+ A M 2 . SIriujf 

' —^— ~w 


fr 


r 


3 


f r rH* 

2 I T 
* 1 0 


m 


l* ( N( rinii. 


Bb MINOR. 




Li _ \ 


l 3 * 1 


2 ‘ 

|- * f 0 — 


2 ". d String 


2 | 2 32 l V 3 2 



fr 




B b MAJOR. 

thriMi^'h two o«‘tavi‘s 


l s t String-. 

. r • - a fp, pf-j-f-i 

f- 0 

: jl 

—p- 

•7 i ■ L 4 1 

2 " + J 

Stnmr.il M - 0 - ^ 

•: _q l P F ~ + 

- 1 -■- 

~2 1 2 3 f 2 I 2 I 2 ^T~ 

_ 

i 1 &:' ©. 

2 T'" 

.-I 1 ' 

V 




B MAJOR 


B MINOR 




3 2 l y 

I s . 1 SI rime. 




- 0 - f- 


2 nd St rime 


3 2 1 


W .0. 


tr 


I s .* St riniT. 


PPPP 




3 2 1 , 
2 nd St rime 

m 


i 


l 2 3 2 l 


PP 


m 


v 


V 


It is here seen that, instead of the first finger being on the second degree, it is 
the second finger which takes its place; and that, on the third degree,the fourth 
finger takes the place of the third: but after this, the first finger is placed on 
the fourth degree, and so on, as in the other scales. 

Here, then, are all the scales on one string. They may be repeated on the second, 
third, and fourth strings, if desired, which w ill impart a considerable knowledge of 
the finger-board. 
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The great advantage of this method of fingering - lies in its regularity; so that 
he who is able to play one ascending scale properly, can play all the rest. By it, 
also, the thumb always falls in its right place. There are persons who at once place 
the thumb where it should be, but this mode of procedure is very hazardous-.because, 
in this case, the whole hand must skip; whilst, in following immediately after the fin¬ 
gers, the thumb is placed much more naturally and with greater certainty, as its dis¬ 
tance is already measured. 

At the commencement of this article, it has been remarked that great attention 
should always be given to the employment of the first finger for the second degree; 
and ha\ ing now taken a review of all the scales, we should be convinced of this. But 
it is not absolutely necessary that the tonic or first degree should be taken with 
the second finger . It is true that I have done so in all the foregoing scales, be¬ 
cause it appeared to me desirable to adopt a starting point, but it will be seen 
from the examples which follow, that the tonic is taken by the second or fourth fin 
ger according to circumstances. Let us begin an octave lower, and w r e shall then see 
that the employment of the second or fourth finger often depends on the key, or on 
the turn of the passages. In the key of C, for example, the tonic or first degree is 
found under the second finger:- 

KXAMPLE. 

In D, it is found under the fourth finger. 

EXAMPLE. 

In L flat, it is taken with the second or the fourth finger, ac_ 
cording to the turn of the passage which precedes it. 

k x A M P L E. 

Tonic with the 
2 M d finder. 


same Position.- 
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SUPPLEMENT 

TO THE SCALES ON ONE STRING. 


Although this article is a continuation of the preceding, I have considered it 
desirable to give it separately, in order to render it clearer and more intelligible . 

There are two methods of ascending the scales on one string, after the thumb 
has taken its place; and although somewhat different from each other, both are 
Ver y g°°d . I shall not venture to decide which is the best, as so much depends 
on habit . Some persons fiud the first way the easier, while others succeed bet¬ 
ter with the second . 

Suppose the thumb is placed on F and B flat. 


First way F Major. 


Second way F Major. 


EXA MPL ES. 


Thumb Position 



Thumb Posit 



Now take a tone higher, in the key of Gr. 


£ £ l 


2 2 


First way. 


9 9 


V 1 »i 


± £ £ 


The same fingering is employed both in the major and in the minor. I here 
give a few notes before the scale to prove this more fully. 


First way F Major. 




1 ^ j -M- Jt * . —s. S'^Strin*. ___ 


V 1 2 12 I 2 3 8 1 y 1 y 3~2 y-2- T 


k 












y 1 2 3 y 12 32 iy 


It may perhaps ha\e appeared that, in exhibiting the scales on one string, I 
ha\e desired to prohibit the manner of ascending at once with the thiimb.lt is true 
that that method is not suitable in all keys; but in the open keys of A,D,G, and C, 
it is Aery advantageous, for two reasons: first the number of harmonics which these 
keys contain, renders the sound extremely pleasing; and secondly, it is easy and con. 
vement always to place the thumb on the harmonics, in ascending. To obtain an har. 
monic, the string must not be pressed close to the finger-board, but the finger 
must only be placed lightly upon it. I shall indicate where this mode of perform. 
_ a „ ,K _ e to adopted by the sign o signifying the harmonics.* 

* In the original French edition, the Author u*en A as the harmonic whieh h u Z I ! ~ 

the mark now ^ncraHv explored for this purpose. Ki,. * " ^ be *" eh *"* W * to 
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These examples might be given in a thousand different ways, and greater elegance 
be imparled to them: but 1 have preferred keeping closely to the scales, as these are 
what I bad to treat of; which I have done at greater length, from the conviction in my 
own mind 1 hat they cannot be too perfectly known. 
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CHAPTER VI. 

OF THE FOUR POSITIONS, ON THE NECK. 

There are four positions on the neck, and it is in those that the fourth or little 
finder is used; but after they are passed it is no longer employed . 


EXAMPLE OF THE FIRST FOUR POSITIONS . 


First String. 


Second String. 


Third String. 


Fourth String, 



. •' l sd Position, ' ■. 

* Pov " ' . * ” p (|S . 

- 6 - jVri'd 

fi ] 

Ed 

Pos: '• 

P t\ 


1 M 1 r 

b i 2 4 T 

2 4 - | 3 ' 4 ] 

1 2 

4 


I s / Positimi . ' ■ . 

r — - 0 - " f _ " dp 

2 nd Pos: 3 rd Pos:**-. 

*—i *- f r‘i 

4*. h I 

9 - 

0 ~ 0 ". 

< 

FTrl '( 

1 

_ 1 ;___ 

2 + 12 + 1 

3 

4 

1 

I s * Position. ‘ ' • , .' 

: 4 |. | 

2"" P •. .■ • ‘ 3 rd p,,si 

i J I m -*— 

4* I 1 Pos: 

^- -M- 0 A 

- 4 

0 

"T-J- J * —4 

i a 4 i 

j ?w * :W 0 -p-f 

2 4 1 8 ^ j 

i 

3 

- 

4 


I s .* Position. ' ' . _ 

22 d Pos: 3 rd Pos: 

\ - ■ 

4 th 

Pos: ‘ 

—-i 
0 

: • J- ^ * 

73 + 1 

Jr-J— *- J— < •*— T- 1 —< 

2 + 12 + 1 

J- 1 

1 ^ 

9 -#*— 

> 4 


Thus, from the lowest C to the first G on the first string, the little finger 
is used, even if the G be sharp; but when we have arrived at A, the octave of 
the first string, at D on the second string, at G on the third and at C on the fourth, 
which are respectively the octaves to the open strings, the little finger is rejected and 
the third employed instead of it, because the thumb can then come behind, and we 
shall have a compass of two octaves under the hand . 

Let us take again the first four positions on the first string, in A major, 
and add to them the fifth position, in order to see that the little finger is dis¬ 
continued and that the thumb can very naturally be placed on the fifth, E and A. 












EXAM PL E 


I st String- 


I have merely given this example to show that the little finger is disused at 
the octave of the open string, where the fifth position occurs; but, as there is no 
rule without an exception, I now proceed to show that the little finger may he em¬ 
ployed. in the fifth position, though only where the A of the first string is flat, 
for then the octave of the open string "ill not have been reached . 


# '1^7* fiujger. 

Let us return to the first four positions on the four strings, and we shall 
see that , in the key of [) flat, the A flat on the first string is taken by the little 
finger, at the fifth position . 


Fourth String. 


Third String. 


IV^if i»»n . *. . * 2 . Pos 


i T 


3 r,) l>,,s •• •*' l'. h 


2 l I 2 

Pi is: . 4 ,h Pus 


' 2 k ] 1 2 


Second String. 



First String. 



.■>'d' Pnsi! inn 


4 ,h Pi is: ' 8 ri1 P,,i 































































































































The foregoing examples are sufficient to illustrate the manner of playing in the first 
four positions; and it will be well to practise them, as it is indispensable to be able 
to shift the hand on the Violoncello . Indeed, it must have been already observed, that 
we cannot even play the first scale of C minor without shifting, on account of the A 
flat which occurs therein, and it is the same with many others. 

This leads us to present the scales played by successions of three fingers, without 
the use of the open strings, as the previous exercises will have prepared both for the 
comprehension and for the performance of them. 
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THREE FINGERS, 

STR INGS. 

In order to understand these scales perfectly, a little calculation is requisite . 
The scale consists of eight degrees, including the octave which completes it. The 
double scale contains fifteen degrees, including its double octave; and the triple scale, 
twenty two degrees, its triple octave included . 

The lowest note of these scales must always be taken with the first finger ; 
and as this mode of fingering is suitable to all scales in which the number of sharps 
or flats prevent the use of the open strings, we shall give the first example in D flat . 

In commencing a single scale with the first finger, the last note will be under the se¬ 
cond finger, because twice three are six, and two more make eight. 



In this scale, the stop of the octave by the second finger is. very advantage¬ 
ous, as we are thereby enabled to do many things relative to the key in which we 
are playing. 


Example, in playing the scales of D flat and A flat. 



i he tonic being taken with the first finger, its octave will always come under 
the second, in whatever key we may be playing, even in the open keys,if we avoid the 
open strings . 


CHAPTER VII. 

OF SCALES PLAYED BY SUCCESSIONS OF 
WITHOUT THE USE OF THE OPEN 
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We will now proceed to the double scale, in the same key This, I have be¬ 
fore said, contains fifteen decrees, including the double octave; so that, in ascending 
l>y successions of three fingers, there will be five movements of the hand, and the 
double octave will come under the little finger. 



If we desire to ascend the triple octave in the same key, by similar successions of 
fingers, the second string must be used farther up. 

It has been already observed, that the triple scale, including its triple octave, con¬ 
tains twenty-two degrees. Seven movements of the haud by successions of three fingers 
make twenty-one degrees, and as the thumb is placed between the sixth and seventh 
movement, and reckons for one, it completes the number twenty-two . 


4*1'String-. - S^String. 



This method of fingering the double scale brings us at last to the fourth finger, 
which is proper . In the triple scale, the like method finally brings us to the third fin- 
gei , and the thumb being placed behind, vve have a compass of two octaves under the 
hand, in the key in which we are playing. The same thing occurs in all the keys. 
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The same result will he attained in t tie open keys, In avoiding the use of the 
open strings. I will give one example only, in the key of C. 

Trij.l.* SC A L K of C, 
without thi- c. pi'll strings. 


I do not consider it necessary to multiply these examples, as I am here only wri¬ 
ting for professors, or very advanced amateurs. Beginners should not* even look at this, 
as it requires much practice in playing the Violoncello, to he able to understand and 
perform it; otherwise it is liable to gi\e rise to a false intonation, which the open 
strings ser\e as rallying points to a\oid. 

If we do not wish to ascend the triple scale entirely by successions of three fingers; 
then,after the fourth finger, at the end of the double scale, it is only requisite to play the 
scale on one string,as I ha\e before given it (see p.20 & after) and the same result will 
be attained . 

EXAMPLK 
in ob. 

This double scale being finished, the Bis taken w T ith the first finger,as in 
the scale on o/ne string. 


And so it is in e\ery key. 

It should be observed that these different methods of fingering, instead of pro¬ 
ving injurious to each other, combine very well together. 

The double scale of E flat, as it is gi\en in the following example, may be per¬ 
formed with great facility. 


S^iin- Pus: 
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Having said enough, I think, to show how these scales are to be played,! shall 
now give in due order those which I promised in Chapter JV ; and which,being in 
keys that have many sharps or flats, cannot be easily played except in this way. 


4 , . h St rin*. 


S r . rf Kirin*. 2 "' 


I .Sirin*. 


£2 


SCALE OF 


-ST -©• ® 

I ^ 4 


4 1 2 


1 2 4 i 3 4 


-3 i 4 2 i r -5 i rTT 9 s 


3 r .' Sirin*. 


2 .Sirin*. 


S C A L K O F 


DP MINOR. 


® 3 4 


2 4 12 


12 4 13 


SCALE OF 
D? MINOR, 
iiM-rnclin* with (hr Minor 
Sixth, .mil ih'si nulin*with 

thr M.iiur Srvrr>‘»- 


4 2 1 4 2 I 4 2 1 + 3 I ? ^ ^ 

3 i 


4t^S(riii*. 



4 2 1 43 


1 4 TT 

■ > i 


S C A L K OF 


c; M AJOR. 


-O- ^ 1 . 1 2 


7T 4 1 5" 


2 4 1 2 4 


, I . 2 

I .St rm* 


2'l 1 'St rin*. 3 r .'*SI riii* ■ 1 1 , h SI rill*. 


"t —2 r 


4 2 , T S 


4*. h St rin*. S^Ktrin*. ^ S g!!l£* 


SCALE OF 


Fff MAJOR. 


y 4 i 2 4 1 2 4 i 2 4 1 3 4 
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S C A L F. OF 
c\> MAJOR. 



_o. :©: 


2 3 


C5 

? 



The scale of C flat minor is never used, on account of the double flats B,EandA. 


CHAPTER VIII. 

OF THE CHROMATIC SCALE, 

WHICH IS SUITABLE TO ALL KEYS. 

This scale is the same both in the major and in the minor mode; since, in ascend¬ 
ing or descending from a tonic to its octave, we pass through the twelve chromatic de¬ 
grees, whether the mode be major or minor. The mode, therefore, can only be determined 
by what precedes or follows this scale. It is neutral in itself, and may be placed indif¬ 
ferently either in major or in minor. 

The fingering, too, is the same in every key, because the key can only be determined 
by the point of departure and that of termination; therefore,it will be seen, when I present 
the examples of the scale in the twelve chromatic keys, that, in respect to fingering,they 
are all alike. 
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This scale is ascended by three finders, the fourth or little finder being sup¬ 
pressed as useless, because the open strings always fall where that would otherwise 
be necessary. I therefore refrain from giving it w„h the employment of the fourth 
finger; and that for two reasons . First, because it is opposed to a regular method 
of fingering; secondly, because the open strings are of great assistance as „1- 
'ying points for the intonation, for, if it be difficult to play a diatonic progression 
perfectly iti tune, a chromatic one must be still more so. 

In saying, above, that the fourth finger should be suppressed, I mean in the 

course of the scale, which is ascended by regular successions of three fingers; but, 

it may he used to finish the scale, when necessary , as will be seen in the snbse- 
quent examples . 

It must be carefully observed, the following notes are always taken with the 
first finger . 

The E natural on the fourth string: 


The B natural on the third string: 
The F sharp on the second string: 
The C sharp on the first string . 


example 


We will now give this scale in all the keys, in order to show that we always 
ascend with the first finger on the four notes indicated above . 
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SCALE OF B FLAT . 


43 


There is here an exception to the rule, as the fourth finder is once used to take 
the G on the first string; the reason of which is, that if we were always to proceed 
by regular successions of three fingers, as in the other scales, we should have to fi¬ 
nish wdth the first finger, which would be very aw^kward . 

SC ALE IN B \> . 

Here follows another method of playing this scale, without the fourth finger, 
which is perhaps more convenient . 

SCALK IN B if . 


IN B . 


I may assure those who are inclined to practise this scale, that they will be 
able to perform it with neatness and brilliancy in every key. These species of 
chr omatic runs are, besides , very useful; as , in embellishing an Adagio, in Cadenzas 
&e . The 3 r . <l Exercise in Part II of this work is written entirely in the chromatic ge¬ 
nus,and other examples will be found at NT 9 and 10 of the Passages in ChaprXH, 
pages 99 & 101. 
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CHAPTER IX 

OF HARMO N ICS. 


A distended string;, when put into vibration and lightly touched in the middle 
by the finger, gives its octave; and from this central point, whether the hand be pass 
ed downwards towards the bridge, or upwards towards the nut, the same sounds (called 
harmonics) are produced, and precisely in the same order, by lightly touching the string. 
This circumstance, therefore, demands that we should examine it separately under 
these two relations. 

First Division of thk string, proceeding from the centre or octave, and passing the 

hand downwards towards the bridge. We shall take the A string for an example. 

Figure of the A siring. 

i & 


Nut 


A 


In tht> middle, the (string- gives the OctaYe or 


8*! 1 


Octave or 8*J}, A . 


At two- thirds, the Octave of the Fifth, or 12*. h . 

At three-fourths, the double Octave, or 15*1*. 

At four-fifths , the double Octave of the Third, or 17*. h Major 
At five -sixths , the double Octave of the Fifth, or 19. 

At seven eighths, the triple Octave, or 22 n '. 1 . 


12— , E - 

Double Octave, or 15!]}, A. 

17*]} C sharp. 

19*2} , E . 

Triple Octave, or 22"i, A. 


Bridge q / 

\ 0 ( 


11726 











45 


The following example shows the manner of writing the sounds in this first division, 


o 

A 


*SL 


p 


ics: 


Open String' 


8 t . h 

or octave 
>f the open 
string . 


12t h 

r octav* 
of the 
fifth. 


15t h 

or double 
octavo of 
tho open string 


1 7 <. h major, 

• ilonhlo octave; 
of 1 ho major 
third. 


I9 td * 

or douhlo 
octave of 
the fifth . 


22".' 1 

or tripli* octave 
of the 
open string. 


It should he remarked that, in this first division, the string gives the same sounds 
at the places indicated whether it is stopped firmly by the fingers in the usual way, 
or touched lightly by them in order to produced the harmonics; the only difference 
being, that the harmonics are a little softer . This is the reason why players on the 
Violoncello, in ascending by the notes of the perfect chord through the whole length 
of the string, make great use of the harmonics, which produces a pretty effect. 
We will give an example of this; observing that the notes which are unmarked must 
he stopped firmly by the fingers, while those which have the sign o (indicating the 
harmonic) placed over them, must only be lightly touched. 


Tonic. 


O 

° iS. 

-O- — 


o 

It iS. 


o 

St 


EXAMPLE 


4P= 


1 


pen string 3 r . 1 ' 


5 ( . h 


8 th 10d* 12^ 15^ ]7t. h 


-I9t. h 22". d 


It will here he seen that the third, fifth and tenth are not harmonics, and conse¬ 
quently the string must he firmly pressed down to produce these notes . The same 
thing occurs on the other three strings, and in the same proportions. 

H ere follow examples on the 2 n . d 3 rd & 4d. h strings. 


2"‘ l String, D. 

3~.' { String, Gr. 


P 


-S-g" 


St 




St zz 


32E 


1 


=fc=2= 


“CT 




o 

_o_ 


I 


gr - 


4 f . h String, C. 




o 

£1 


1 
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46 The method of fingering the notes before gi\en,on the first string, is as fol¬ 
lows ; and the same is applicable to the other three strings . 


] 


« O 

= 




32: 


3D2: 


32 : 


One half of the harmonic string being now known, by this first division, let us 
pass on to the second; in which the string is similarly divided, but in an inverted 
direction ; that is to say,in proceeding from the centre, and passing upwards towards 
the nut, we shall find that the same harmonic sounds are produced . 


SECOND DIVISION OF THE STRING. 


Figure of the A string. 


Nut 


i A?) 

lb 


At seven - eig'hths, the string' g-ives the triple Octave, or 22 nd . 
At five-sixths, the double Octave of the fifth, or IM , | 1 .... 
At four-fifths, the double Octave of the major third, or ITt! 1 

At three-fourths, the double Octave, or I5d*. 


Triple Octave or 22™*, A . 

I9'1‘, K . 

I 7 Li 1 , C sharp . 

Double Octave or 15til , A . 


At one-third, the Octave of the fifth, or 12*1*. 


12 ti , K . 


In the middle, the Octave or 8*.**. 


Octave or 8t!}, A. 


Fridge 
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The following example shows the way of writing the harmonics in this second di¬ 
vision, the lower stave being added to indicate the effect which these sounds should 
produce on the ear . 



The lower stave w r ill clearly demonstrate, that the sounds obtained from this se¬ 
cond division of the string are precisely the same as those given by the first division, 
although the procedure is diametrically opposite . 

Here, also, two things ha\e to be observed: first, it is absolutely requisite to place 
the fingers very lightly on the string, in order to produce the harmonics; experience 
and practice not only proving this, but also that they must be placed nearly flat 
upon the string, and even near the bend of the first joint, as these sounds are then 
more easily brought out . Secondly, the manner of noting these harmonics is some¬ 
what faulty, as the last two indicated would not speak if they were taken by the 
fingers exactly where they are marked . For example, the C natural which gives 
the nineteenth should be taken rather higher, and also the B which gives the twen¬ 
ty-second, or triple octave . This must be decided by the ear. They have, however , 
always been written in this manner, without any comment; but I have thought pro¬ 
per to notice the above circumstance, it being incontestably true. 

There is another division of the string, which I have not yet spoken of ; it 
is that which gives the major seventeenth, which is always produced when the string 
is divided into five parts . Without troubling, however, to measure these parts, the 
harmonic here mentioned can be obtained by taking either of the notes given in 
the following example . 
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3 rd 


HARMONICS. 




EFFECT. 




] 7 t . 1 ' 

o 


i’. h 1 7 t . h 


=#= 


. .. 


io *] 1 n *. 11 

ife ft®: 


17 ( . h 


17 f . h 


Stopped. Hnrm,oni<*. I Stopped. Harmonic 


fto. 








to: 


Slopped. Hormonio. 




ft® 


Stopped. Hiirmnnii 


ft® 


3rd 17th fith 17 */' ' 10 ( . h 17 ( . h ]71h j71 


By trying this example, any one may easily convince himself that the string al¬ 
ways gives the same harmonic, no matter on which of the four places indicated 
the trial is made . 

"V/’hoever has made this trial on one string may repeat it on the other three, 
and the result Mill he always the same: for which reason, and also in order to 
save space, I have deemed it unnecessary to transpose the examples. 

These two divisions of the string, and that of the major seventeenth, ought to 
have imparted a sufficient knowledge of the harmonics;nevertheless I should remark 
that the triple octave harmonic, near the bridge, is hut little used, it being so very 
difficult to produce . Yet I have heard some persons take it admirably ; this,howe¬ 
ver, depends greatly on the excellence of the string, on skill, and on much practice. 


ON THE MOST CONVENIENT, AND THEREFORE THE MOST USUAL METHOD OF PER¬ 
FORMING THE HARMONICS ON THE NECK OF THE INSTRUMENT. 


To produce a succession of harmonics on the neck, the hand must be placed in 
the third position, as they there come out the most easily: besides, in this position, 
we have the power of producing on each string a harmonic which I shall term ar¬ 
tificial (“factice”); by means of which, it will be found we have several harmonic 
scales under the hand. 


t 

( 
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The second string is D. 



Second String. Open unte. 


By placing the first finger on this second string, on its perfect fourth_G, the 
harmonic produced will be the double octave of the open note . 

E X M P L E . 

H A R MONK'S. 


EFFECT. 

From this example it may be seen, that a finger placed on the fourth note of 
any open string produces the harmonic double octave of the string itself consequent¬ 
ly, if we press the above G firmly down, with the first linger, and then touch light¬ 
ly the C following, with the fourth finger, on the same string, (which C is a per¬ 
fect fourth higher than the before mentioned G,) we shall obtain the harmonic 
double octave of the stopped note G . 

In the following examples, I shall mark by a dot the note which is to be press¬ 
ed down, and by a semibreve that which is to be touched lightly r in order to obtain 
the harmonic . It will also be observed that the finger which presses down the note 
G, in the next example, acts as a moveable nut. 

4* f . h fing-i-r, Omchiiiir liifhtly. 

o 

HARMONICS. 


F.FF ECT. 




This is the first note that, was wanted in the preceding diatonic succession. 
By taking C, on the third string, with the first finger pressed dow T n, and pla¬ 
cing the fourth finger lightly on F, the fourth above , we shall obtain the se¬ 
cond note required , which is C . Similarly, by taking F, on tbe fourth string, with 
the first finger pressed down, and placing the fourth finger lightly on B flat, 
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the perpect fourth above, we shall obtain F, the third note required to complete 
the diatonic succession . 

Here follows an example of the last two notes, as also of the G before given, 
in order to show the three at one view • 


4*1' filler. ' 11 



Having now obtained the three harmonics which were deficient, we can descend 
in diatonic order . 


K X A M P L E 



It may perhaps be thought that I contradict myself in regard to the fingering; 
because, instead of a major third, which forms the usual distance between the first 
finger and the fourth, there is an interval of a fourth between them, in order to ob¬ 
tain the artificial harmonic . This stretch, however, is called in Violoncello playing, 
the extension <4 ine little finger, and should not In needlessly adopted; but it is 
sometimes highly advantageous, as in this case, no other means being available 
It is also indispensable in placing double stops, of which I shall give some ex 
a m pics ; and in arpeggios , w here both the fourth finger and the first have to be 


extend'd . 
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Lrt „ s return, however, to the harmonics , The natural harmonics (namely,those 
which arise from the aliquot divisions of a string are invariable; hut the art,!,era 
„ mV he varied: since, in pressing down the first finger on any part of a stnng.an, 
Hohtlv touching the same string with the fourth finger, at the distance of a perfect 
fourlh from the first, we shall obtain the harmonic double octave of the note un- 

der the first fitter. 

For example, if we descend by chromatic degrees with the ftrst ftnger.as shown 
in the next example, we shall obtain the harmonics in the same order. 

+'. h liny,-. 4'!' 4'!' 4'C +"' 


HARMONICS. 


First String. 


KFF KCT. 


I s .* fiiuffr |>ri’ssfil tlnwiijitr mm.vthlf nut. 


HARMONICS. 


Second String. 



H A R MONICS. 


Third String. 


K F F K C T. 



HARM ON ICS. 


Fourth String. 
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i hau> not written the fourth below the last note of each of these examples, 
that hem# #i\en,in each case, by the open strin#. 

Whe.i we can perform (he preceding chromatic successions,we shall easily learn to 
produce the two Chromatic notes in the following exercise . These will he found very 
useful, as by their means we shall be enabled to play various scales. 

EXAMPLES IX THE THIRD POSITION. 


HARMONICS. 


E FFKCT, 


O O ° 

-e- tt-o- -S. 


O o o 


- T~0 


— ~Q- -S. 


As soon as we thoroughly understand, and have acquired a certain degree of fa- 
cilitv iii producing, these artificial harmonics, we may perform the four following 
scales, without quitting the thir.sition ; namely, those of A, f), Gaud V major. 


example of thf.sk four scales i.v the third POSITION. 


H A R M ONICS, 


Settle. of A Major. 


K F F K C' T. 


H A R VI O N I c S . 


Scalp of D Maj or. 


K FFKCT. 


, it' 



— — ^ _S 5 . 



HAR M ON ICS. 


Seal if of G Major. 












54 



I refrain from multiplying examples in this place,as any one may supply them at 
pleasure, and shall therefore only give a passage from Barthklkmont which produ¬ 
ces a pretty effect . Like the preceding examples, it is in the third position. 


harmonics. 


F F F KC'T. 





We may perform very well on the Violoncello without using the harmonics :indeed, 
at present, they are much more rarely met with, than formerly; but as he who desires 
to acquire a thorough knowledge of his instrument should neglect nothing which re¬ 
lates to it, I have thought it right to give this article. 
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CHAPTER X. 

OF DOUBLE STOPS. 

A R TICLE I . 

OF THIRDS, AND SUCCESSIONS OF THIRDS. 


There is nothing more agreeable to the ear, than diatonic successions of thirds; 
hut,unfortunately, they are very difficult to play on the Violoncello, especially on the 
neck portion of the finger-board . It is only in the first position that two thirds 
can be played in succession without moving the hand, because here the open string 
can be used; but afterwards it is unavoidably requisite to move the hand at each suc¬ 
ceeding third, which renders the connection and continuity of the sounds extremely 
difficult . Nevertheless,they can be performed, after considerable practice; but as 
some time is always required for moving the hand, they can only be done well, 
on this instrument, in a rather slow degree of movement.-The second diffi¬ 

culty is,that as the thirds are nearly always major and minor alternately, and can 
only be played with the first and fourth fingers, it follows that these fingers are 
at one time found at the distance of a tone and a half, and, at another, at that 
of two tones from each other, according to the key and the succession,which ren¬ 
ders it very difficult to stop the thirds perfectly in tune . See the following scales 
in thirds . 

DOt'Bt K SC A LK 

In C MAJOR. 

IN D MAJOR . 

IN e \> MAJOR . 
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The minor keys are fingered precisely in the same way, except that where 
the open string cannot be used, we employ the first and fourth fingers, as a- 
bove . We here give the scale of C minor only, more being unnecessary,as they 

are all alike . 


DOUBLE SCALK 
ill C MINOR . 



Sometimes these scales in thirds on the neck are played as in the following 
example, but this is not always practicable; for, if the melody demands equality of 
tone, the many open notes oppose it, as they always sound louder and more harsh 
than those which are taken by the fingers . As in this method of fingering, the 
upper note is sometimes taken on the lower string, and the un derr note on the high¬ 
er string, I shall indicate the first string In a single stroke _, the second by 

two = , the third by three== , and the fourth by four == 






5 * 8 a s s Eg 


a a. 


1 


1 0 


Th e notes which are not marked by strokes are played in the natural "way, 
like the foregoing scales . When the thumb is brought into use, a greater resource 
is open to us, as we can then perform two thirds in succession without moving the 
hand . See the following scale in thirds, in G major, on the first two strings, the 
thumb being indicated, as usual, by 


SCALE 
ia G MAJOR 


«7 4 4 4 4 2~ 


i v 1 1 ( ? i 

A A a 




8 g 5 S S I ) 


444423 23 3 23 24444 

The next scale begins at once with the thumb.lt is very easy to perform,and 
produces a good effect . 


SCALE 

in G MINOR. 


k 


± 


= 8 = 


l V ' X A S ^ -ft XL g ^ 1 V 
h -8 8 S ^ » S 
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The first scale in Gf, which is given above, may also be played by using the 
thumb at once; but, in this case, we must commence it on the second and third 
strings . 

.*■ q & 1 ? n 

EX A MPLK . ~ (m) S ° . . ; i ,r S 

2 3 2 3 2 3 2 3 3 2 3 2 T 2 3 2 

In the minor mode, this scale is much more difficult; for, although the fin¬ 
gering is the same, the fingers themselves must be drawn closer together or sepa - 
rated farther from each other, as the minor key requires. 


SCALE 
in G MINOR. 


0_I <■> 1 ..f 


2 3 2 3 


0 

^ •* 2 . S tri t 

- Si ri n 


23 233 2 3 2 


~3 2 3 2 


The following is a kind of passage which is easy of performance, both in as¬ 
cending and in descending. 


SLOWLY. 


G MAJOR. 


Vi ?, r, \ t 'i 


Is * Is 




'2 '3 >2 2 3 2 3 2~ 


t J 3 2 3 '2 3 12 3 12 3 


13 ? 2 13 j 2 ’3 |2 13 | 2 13 [2 Is L 3 1 


This scale can likewise be easily played in A major, on the first and second 
strings; and equally well, also, in B flat major. 



ble in this manner . lor instance, when near the nut, the first and third fingers 
cannot extend themselves sufficiently to take the third perfectly true, unless the 
performers hand is particularly large; so that this fingering is only suitable to 
certain persons . 


NOIONIHSVM 

JO 

Aavaan 
















5H 


EXAMPLE 

ON THE FIRST AND 

SECON I) 

STRING 

_ 

ai 4- l —— 

0 

=£= - 

I 

- W . 1 



«7 

2 3 

'2 

3 


Any one who tries this example will be convinced that it is impossible to play 
the second chord, A and C, perfectly in tune, with the first and third fingers; unless, 
as before observed, he has an unusually large hand . These thirds on the neck must 
therefore be taken with the first and fourth lingers, or with the thumb and second fin 
ger,on the second and third strings .These two methods 1 have indicated in the pre¬ 
ceding examples, and have only given the last example because I have met with per¬ 
sons who, finding that successions of thirds are more easily played by using the thumb, 
have employed this method from one end of the neck to the other,little regarding pu¬ 
rity of intonation, which however is by no means a matter of indifference. 

I shall perhaps ex hi hi t some very difficult things, but shall carefully avoid such 
as are impracticable f although these are occasionally to be met with); for whatever lies 
awkward for the hand, must always be badly performed, even by the most skilful. 

Enough, then, on the subject of thirds, since they are lingered alike in all the keys . 


ARTICLE II. 

THIRDS AND SECONDS. 


We shall now present some successions of thirds and seconds,which are frequently 
employed in passages, and are performed with the thumb and second finger. 


K X A M P L E . 


P 


9 


? 




V 

=8: 


2 2 2 2 2 

SUCCESSION OF THIRDS AND SECONDS 


v VI 

—eA •§• , t: 

n_ 

4 

— n 

»j-« 

1 OtsHS- 

v-v 

-ri 

ii 

J 


4 





1 





- 


—x: 

32 

i 

9 

il— 

9 




•| V'l 

:=F“ 

ri 


Here, the thumb and second finger descend alternately . In descending with the 
thumb, the interval of the second is formed, and by bringing the second finger 
nearer to it, we pro duce that of the third . Great attention must be paid to pu¬ 
rity of intonation . 
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ARTICLE IV. 

SUCCESSION OF THIRDS AND SIXTHS. 


Successions o f thirds and sixths are also used which produce a very good ef¬ 
fect and are easily performed. 



o 


In the preceding, as well as in the following example, a third and a sixth can 
be taken without moving the hand. The stroke drawn o\er two succeeding chords in¬ 
dicates the same position of the hand. 


K X AMPLE 
in G MINOR 




It may perhaps be thought somewhat complicated, that I have marked the E flat, 
at4* in the second bar, to be taken with the third finger . I admit that it does appear 
to deviate a little from the general rule ; but it prevents the fourth finger skipping for 
the next note, which lies a semitone higher on the second string. However, it would 
not he a fault to take this E flat with the fourth finger, as it is marked at ^ » in 
the following example . 


E X A M P L K . 
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This I leave to tin- judgment of professors; but I will now present a case where 
it is indispensable to finger according to the first method : this is the case of the 
diminished third, not as a chord, but diatonically. 

R X A M P L K . 

The distance from C sharp to E flat is called a diminished third. By trying it in 
double stops, we shall see if we are not compelled to finger in this manner. 


k x A M P l k . 



This article belongs rather to the sixth than to the third, but I have been 
constrained to make these remarks . The same fingering will recur again in the 
scales with minor sixths . 

Having sufficiently treated of thirds and seconds, we now pass on to the con¬ 
sideration of th^ fourth . 

ARTICLE V. 

OF THE FOURTH. 

The fourth is used as a passing double stop, hut rarely in successions,because these 
are so harsh . They are only sufferable when accompanied, and then they produce a good 
effect . In general, however, the fourth is but little used as a double stop. 

I here present a short succession, just to give an idea of it; but it will be discovered 
that, apart from the accompaniment, the fourths have nothing agreeable in them. 



I carefully refrain from giving scales in fourths, as well as in fifths and sevenths; 
indeed, those who think proper to practise them, will only succeed in blunting and 
corrupting their sense of hearing. 
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ARTICLE VI. 


OF THE FIFTH. 


The perfect fifth being the timing of the Violoncello, or (to speak more cor¬ 
rectly), the four strings of the Violoncello being tuned by fifths; it follows that, 
whenever a tinker is placed on two strings at once, in a direction parallel to the 
nut , a fifth is produced . Li like manner, the thumb placed on two strings pro¬ 
duces a fifth; in which case it may r he said to form a moveable nut . 


ARTICLE VII. 

OF THE FALSE FIFTH. 



The chord of the false filth is always taken with the second and third fingers 
crossed over, as in the above example; and it is generally resolved by the major or 
minor third, as will be seen in the examples following. 


FALSE FIFTH RESOLVED BY THE MAJOR THIR D. 


2'.' Position . 

1 st String. 1 st position , 



Thus it appears that the same fingers are always used both in the major and 
in the minor mode . 
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Having already stated that the false fifth is taken with the second and third 
fingers, I have deemed it unnecessary to mark the fingering in this place. In short, 
it will be seen from this review, that all false fifths must be taken with the fin¬ 


gers aboved - named, and it has therefore appeared to me useless to give every such 
fifth within the compass of the neck, as it would be only a repetition of the same 
thing . It is true,there are some exceptions to this rule, but they are extremely 
rare : the follow ing is an instance of one , where a melody occurs below a sus¬ 
tained part . 

KXAMPLK . 














































It is evident that the fingering in this example is only employed to enable the 
sustained notes to be continued in the manner indicated ; since we deviate in some- 
degree from the rule for fingering, in playing Gr, F sharp, and (t, with the same 
finger, as here marked in the third and seventh bars . At the end of the ex¬ 
ercise, however, the false fifth is again taken with the second and third fingers. 
Yet, if the passage were written note against note, as it stands below, and any 
one should think proper to take all the false fifths with the second and third fin¬ 
gers, as I here mark them, it would neither be an error nor a bad method of 
fingering to do so . 


1 

1 

1 


1 1 

1 1 

'i i s 


L 1 

i *i 

*1 *1 ..u 


-/} L - 

d-: 


d-d— 


^ ; i r__ 



—J-J— 

,--4-— 41 

Jrw :vr-= 


-4 g • 

f _ A 

w 

—-4 

y* 


\—& - II 


=(■ 

b 1; 

r=f 

f - m— 

1 s 

- r <0 ■ —f— 

'4 |j Is U 

'4 2 1. 


9 - 

b 


n, 

-tHr 

4 



But it must be admitted that the first method of fingering is indispensable for 
the sustained notes; and that it, is also very advantageous in the case of a rapid 
passage of the following kind . 



ARTICLE VIII. 

OF THE SUPERFLUOUS FOURTH, OR TRITONE. 


m „ r m 

2 4 

This chord, as we here see, is taken in two ways, the choice depending on what 
follows it: for example, it is taken with the first and second fingers in such a pas¬ 
sage as the following : 

* TWiuaitjby the French, a "‘batten’#’,* which signifies,in j* musical sense, a species of ar s ie^’.:<. 
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While, oil the contrary, in one like the next, it is taken with the third and fourth lingo 




SE 


331 


+ f 

ZOl 


- r 


za 


3 






4 I 

zaz 


I 


The above two examples ha\e been written in the major mode, but the fingering 
is precisely the same in the minor . 


I s . 1 way 
(in Kb MINOR 


2 11 .' 1 w;i; 

(in P.b MINOR 



The two ways of fingering this chord are applicable to all keys and to all parts 
of the neck . 


D MAJOR 


i 


a- 


za. 


i 


^=4 


F MINOR 


&1 § 






za 


I 


a MAJOR 


p 


3 

-o- 




*8 


1 


B t? MINOR 


M ub \> 


B5 




H 

4 

-«r 






4 

4gV 




' I 




±8t 


I 


These examples might be repeated on every point of the neck-portion of the 
finger-board, but there would be no change in the fingering. 

The three superfluous fourths which can be made by the use of the open strings 
can only be resolved in the major mode . 
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ARTICLE IX 

OF THE DIFFERENCE IN THE MANNER OF FINGERING THE SUPERFLU¬ 
OUS FOURTH AND THE FALSE FIFTH. 

There are some persons who by their manner of fingering, confound the false fifth 
with the superfluous fourth, because both these chords embrace a compass of three 
whole tones, and who take both in the same way, by placing one finger on an upper 
string, and crossing over the next on the string immediately below. 



We here observe that, in placing the second finger on the first string,and cross¬ 
ing over the third on the second string, the false fifth is produced. 

In the following example we perceive that, in placing the first finger on the first 
string, and crossing over the second (which is the next finger) on the second string, 
the superfluous fourth is produced . 

l 1 



There is then, certainly, a great resemblance in the fingering of these two chords; 
but with the slightest practice on the Violoncello, we shall never confound it,as the 
results are totally different . Thus, the false fifth is resolved by the third, ns in 
the next example . 


EXAMPLE. 

And if we were to take this chord with the first and second fingers,like that 
of the superfluous fourth, the above-named third would be no longer under the hand, 
which would be very awkward . 
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Now observe the results of the false fifth,begining 


on the same D as before 
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ll 2 1 1 

± £- fa 

=** 1 * 

L tl 



— _i_t 

3 4 

3, 


=£=>- 

3 1 


This naturally leads us into the key of A, 

Next observe the results of the superfluous fourth, still commencing 
the same D . 


AJ 4 

L 1 

__L 

- $ A 4 

L 

4<*y ---iLjg_,_ci 

V « 

t - 


' 1 

4- 

r^— . 1 1" 1 

2 1 

2 

i 

4 

=1 

4 


. .if C 

4 



on 


This naturally leads us into E flat_The following is the second way of 

taking this chord . 


o 4 ± 4 1 i4 




- cs 

a 1- Fv --“1-C3 


-Vs?- 



... 




4 

3 


^ ,i 

3 



For the superfluous fourth can be taken in two ways, but the false fifth in one 
way only , as before stated . 

Here follows an example of two superfluous fourths and a false fifth in the same 
position, fingered in the manner that I have prescribed . 


Superfluous fourth. False fifth, Superfluous fourth. 


I 2 S 

-fi. tsSL 


- a-: ft it 

-°-1 

-ve?- 



2 3 

4 


1 hese three chords, if played as they here stand, sound extremely harsh; but if 
we resolve them, that is, if after the superfluous fourth we give the sixth,and after 
the false fifth, the third, they then become agreeable . Here is an example of this; 
in which, let it be observed, the same position must be maintained throughout. 



This can be played in the same position both in the major and in the minor mode; 
of which I shall give some short examples, anjj which will show, at the same time, that 
many things can be done without displa.-ing the hand 
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In the two following examples we 


alw'ays remain in the second position . 


KXAMPLK 


in the MAJOR 


KXAMPLK 


the MINOR 



The next is a more extended example, in the same position from the be¬ 
ginning to the end . 

2:- , 3, 4 i 4 i 4 i 2, 


y 




3s: 




A A A-tA i ± i \A 
1 T °| ^ 


4 2 


I 3 


4 4 3 2 


Q > .Q - | . 

T r 


e"," ip .1 .J hi j 


at— rr. 


& 


jSz 







Chromatic successions of false fifths and 
with . Here is one of them . 


superfluous 


fourths are often met 
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it is chiefly in this harmonic progression that the extension of the fourth fin 
ger occurs . Here follows an example 



I have written this passage note against, note, for the purpose of more clearly 
displaying the fingering. In general it is written in the following manner. 



In this passage, the extension of the fourth finger is used for the interval of 
the second, which cannot he played in any other wav. The false fifth is taken, as 
it ought to be, with the second and third fingers; and the superfluous fourth also, 
properly, with the first and second fingers . Thus, the principles of fingering are so 
naturally found in this passage, that, although somew T hat complicated in itself, I 
think it would be difficult to perforin it otherwise; and here I consider enough has 
been said on the fingering of these two chords . 
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ARTICLE X. 


OF THE SIXTH AND SUCCESSIONS OF SIXTHS . 

As sixths are easily played on the Violoncello, particularly in major keys,and as they 
also produce a good effect, I think it desirable to enlarge a little on this article. 

in the first position, three sixths in succession may he played without shifting the hand. 

EXAMPLE . 

But if we would finger sixths regularly, only two in succession should be taken in 
the same position ; because in order to preserve regularity in the fingering, it is often 
necessary to avoid using the open strings . Of this we may be convinced by the ex¬ 
amples following , and still more so by practice. 

We will now proceed to the double scale in sixths, in the key of C major. 

EXAMPLE. 


Different scales in the same key of G . 
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The minor scales are much more difficult 
DOUBLE SCALE, in C MINOR. 
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After having thoroughly practised the examples in 0, we should pass on to D, when 
it will he seen that, although the key is changed, the fingering remains precisely the same. 



Similarly in descending. 



-ITT 71 *1 * i 
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These scales in sixths are fingered in the same manner in all the other keys; so 
that any one who can play them well in C and D, major and minor, will easily ac¬ 
complish the rest . I shall, however, give the scales of E flat and F major, which 
will at once show that the process of fingering is always the same. 
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74 The differe nee between the* minor and the major is similar to that in the pre— 
ceeding examples . 


Double SCALE 
in K> MAJOR . 


Double SCALE 
in F MAJOR . 



It will doubtless have been remarked that, in recommencing the scale for the se¬ 


cond octave, I change the fingering: for example, in D. 


D 

E b. 

F. 


En<l of tiie 
id Seale . 

Km I of the 
id Seale. 


Kmt of thfi 
Id SlMlo. 



Boirimiinit 
of On- 2'!' 1 Seale, 



BegJiininfif ’ 
of the 2". d Seale 


EE 


2 


1 

2 

i' 


4 


2 

4 




2 


Bo^-inniiur 
of the 2'!' 1 Seale. 



The sixth which completes the octave <>f the first scale* afterwards becomes 
the first sixth of the second scale, as we here see, and it is then taken with dif¬ 
ferent fingers, as indicated in the above examples. 

It is very essential to observe this, because, in order to preserve regularity, the 
first sixth of these scales should he always taken with the first and second fin¬ 
gers, whether lying high or low. 


id Sixth 

of t ho 
I s .' Seale. 


, l s d Sixth 

E b. of th.. 

Id Scalo. 


id Sixth 

F . of tim¬ 

id S'culi*. 


K X A M P L K . 


2 

. 1 


* w_ 

tt A 

TT 

-5 

F- 


I 

2 



1 


1 st Sixth 
of th.- 
2'd Scale. 



id Sixth 
of the 
2". d Seale. 


id Sixth 

of the 
2'. k1 Seale. 



The like repetition must be made in all the keys; the reason of which is, that 
the scale has only seven notes, the eighth being obtained by adding the octave; and 
as we ascend these scales in sixths by playing two sixths in each position of the 
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7.5 

hand, the entire scale including its octave is performed by the hand making four 
movements . .Hut the double scale, terminated by the doable octave, comprises only 

fifteen notes; from whence it follows, that we could not finger it regularly- two 

sixths in each position; consequently, we are obliged to change the fingers in com¬ 
mencing the second scale on the octave of the first, (as seen in the preceding exam¬ 
ples,) in order that both may be performed alike. 

Let us now see how it could be fingered, if the first sixth of the second scale were 
not repeated, as it has been above. 


[•: X A M V L K 
ii 1) MAJ O K . 


m 


w- 






i 


8? St r i 


H5I 


3 _4 




LX 


9' , 1 S t i- iny, ■ Lr 

h [3 1 12 *'! d Striinr. 







1 2 1 


The ascent from the last sixth of the first scale to the first sixth of the second 
is then made, as it were, by the same fingers; as here shown. 


n | 3 

2 





/ tt W 





_J 



7— —* 

_ M 

1 



In this manner, the scales in sixths are rendered very regular,and as easy as possible. 
The same process mnst be repeated in every key, on the same degrees . 

To make this the more evident , I here give a few double stops before the first 
sixth of the second scale; first with the repetition of this sixth, as I gave it at the 
commencement of these remarks, and afterwards in regular succession, as in the pre¬ 
ceding example . 

Example with the repetition of the first sixth of the second scale . To be played 
oil the first and second strings . 



and second strings. 



The same thing should be done in all keys, when these cases occur. 
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EXAMPLE inE MAJOR 

with the repetition <rf the sixth; 




I would willingly have avoided so much tautology , but I desired to be thoroughly 
understood ; aud, besides, these scales are excellent for practice. Enough,then, for 
the perfect comprehension of sixths, and the manner of playing them in succession. 
We will now pass on to other chords which are alternately combined with them, 
such as fifths and sevenths. 


ARTICLE XT. 

SUCCESSION OF SIXTHS AND FIFTHS. 



This method of fingering is so simple, that I consider it unnecessary to repeat it in 
other keys. We will now proceed to sixths combined with sevenths . 
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ARTICLE XIV. 

RECAPITULATION OF THE DI FFER E NT S UCCESSIONS OF CHOR DS 
ALREADY GIVEN, AND WHICH I CONSIDER GOOD FOR PRACTICE. 
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Before concluding this chapter, I shall point out two sixths in succession which or- 
cnr i* 1 ^he minor mode, and which may he performed very rapidly. They are the following. 


i 2 l 2 


12 12 


It will readily he seen, that it can be played equally well on the other strings. 
Much more might be said respecting the different chords which I have named; 
hut I must guard against needless prolixity . I trust, however, that nothing has been 
omitted which is essential for imparting a sufficient knowledge of their fingering. 


i 
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CHAPTER XI. 

OF THE FINGERING OF A R P EG G I OS, A N D OF THE 
EXTENSIONS WHICH OCCUR IN THEM. 


An arpeggio consists of the notes of a chord played in rapid succession,the bow 
passing alternately from one string to another . Of this, I now purpose giving some 
examples . 

As the how always touches three strings, and sometimes even four, we are constantly 
playing in three parts, which renders the fingering complicated . Tn the earlier exam¬ 
ples on fingering and bowing arpeggios, T shall only employ three strings; observing 
that, in performing arpeggios on the Violoncello? the op-bow is mostly used. 

In the following example, the first two notes are played with an up-bow, and the two 
next with a down-bow, taking care that the strokes of the bow appear detached . 



While varying the bowings, I shall always preserve the same harmony, in order 
that those who wish to practise them, may not have their attention diverted either by 
the fingering or by the harmony . The next example may be played by detaching all 
the notes, either with a down-bow, or with an up-bow . 


~F. XAMPLK 






11726 




It may also be played by slurring the first two notes and detaching the last two. 

Ihis method of bowing is used where, the movement being slower, we wish it to be 
more marked . 



Another example, in semiquaver - triplets . 


Play the first three slurred ,„>tes with a down-bow, and the three following, 
smartly detached, with an tip bow. 



Ihis arpeggio may also he played detached throughout. 



The next may be played by slurring the first three notes with a down-bow,and 
smartly detaching the three following, with an up-bow . 



Example in demisemiquavers, with an up-bow. 




























It may also be played by taking the first two notes with a down-bow, and 
the next following with an up-bow. 



Another way of playing it is, by taking the first three notes with a down-bow, 
and smartly detaching the five following . 


MBSWWWPWWWPTWWB J 1.11F Mm. I k I IT WEm T F 7 ZJrA 


Example in quadruple-quavers, bowed two by two . 

These notes must be smartly detached with extreme equality, so as to render 
the detaching clear to the ear; except the first two, which must be slurred, on 
account of the force which is required to impart effect to the arpeggio, and to 
mark the bass notes . 
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These bowings may be infinitely varied, but I consider it unnecessary to give more 
of them in this place, as they are to be met with everywhere. 

When four strings are employed in an arpeggio, the bow acts in the same man¬ 
ner as when only three are used; with this difference, that the bow takes the fourth 
string with the third, on the first note of the arpeggio, this is the case in all the 
varieties of bowing, where the four strings are used. 

S "" ^ Stri, 1 *C S - 

KXAMPL K . 


We will now pass on to those arpeggios in which the fingering is more intricate. 
They shall be given with the simplest methods of bowing; as those who practise 
them may vary the bowings at pleasure . 























































a rea y met with the extension of the fourth fine- 


1 111 onapu 

Harmonies-, where I promised tn 

g some examples, in arpeggio, not only of the f 

finger but also of the first t*rin . , 

• e will commenc e with that of the first fimrer. 














































These examples appear to me sufficient to impart a thorough knowledge of the 
fingering of Arpeggios . N? 7. of the Exercises, in Part II of this work,is written en 
tirely in arpeggios, the fingering of which must not be passed over as indifferent . 
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CHAPTER XII. 


PASSAGES SUITABLE FOR DEVELOPING AND PUTTING 
IN PRACTICE ALL THE PRINCIPLES OF FINGERING. 

X? 1. 

There are some methods of bowing; which require a particular kind of fingering; 
for example, in passages of triplets like the following, if the first two notes are 
slurred and the last detached, the regular employment of three fingers in succes¬ 
sion will be preferable to any other fingering, as it agrees with the movements of the 
how', and (as may he easily proved) produces neatness and a great equality of tone. 


































It is well to practise the scale in ascending, on all the strings; and often very ad¬ 
vantageous to ascend it by means of the second and third strings, and even by means 
of the fourth string . The following passage, which is easily played by ascending the first 
scale on the third string, would be very difficult if done in any other way, particularly in. 
different keys, as I here give it, namely, in G, A flat, B flat, and D flat. 
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B 7 MAJOR 


] 2 12 10 name i 


1 2 fo | 2 3 1 0_ same position. 


In the next example, the. first scale must be ascended on the fourth string 


n t> MAJOR. 




i ** l a 12li). 






Si* lilt 1 XIMUUII. 1 

X?3. 

The practice of the scale by succession, of three finders must not be neglected, 
especially on the neck-portion of the finger-board. Here is a symphony-passage which 
very often occurs, and which also is frequently missed, through not employing the above 
fingering, which renders it very easy. 


strine- 1 




EXAMPLE . 


4 1 2 4 1 2 4, 


2 47 


jgjfr ^TSSSSS+jSwJinSS* 

»ga'iwt:— M—■r 

1»:—— __ ——bb« 




2 1 4 2 


2 
































Tho following is the s »«« passage, modulating into all the keys by a progression of 
sevenths, wh,oh .,11 he very good far practice. The safe fingering is used thr.mgl.. 


EXAMPLE 


2 (1 String-. 1 S J 


2 4 |24 


M £ 


i iv 


4 12 4 I 2 


1)12 1 2 




S passage is \rr\ monotonous, but it assists in acquiring a thorongh know bulge of 
(he neck - portion of the fingerboard, and the method of fingering here employed is a 
great resource in unexpected passages containing many sharps nr flats; namely, when 
many runs occur, in keys where the use of the open strings is impracticable. 

It should be remarked, that the scale can always be played regularly with the same 
"igers,tn a 1 the keys, and there is nothing else of importance in this passage; for the 

atter half of the measure may he varied in different ways, which frequently happens . 
Here are some examples of it . 



































1 he following js another variation of the second half of the measure, which Mill ser\e both to 
exercise the first finger and the bow. Regularity of fingering has compelled me to avoid the 
ojien st rings, except in tM r o instances, where it would have been absurd not to use them. 


same position, 


same* position. 



T i 4 2 * 


4 3 1 4 * 3 0 
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e o„ > . seal, of D. n, the above example, „.y be fingered at pleasure,it being very 
passage hid Tb* h ‘d“ b "‘ if ‘ b » — 

‘ “• “ *■*... -.. w a. ... ... 



2'/ String 


K V A M P L K 
in K flat . 



2 0 3 2 ] 2 1 2 3 1 



'MlUtl 


fix A M P L K 
in D flat. 




2 4 12 3 


V^^ r 2 ! 2~1T7 


12 4 12 3 


fiXAMfiLE 

in B major. 

snnitt fiitig'iTiug' 




V 3 * i 2 1231 



































































































For ascending and descending on the same string 

I s . 1 Position, 


INS MAJOR. 


i-Hrli 


rjfggggl 






■Hriiil 






The object of this passage is to show the manner of arriving at four different shakes 
by the same fingering, namely , by always ascending the scales by successions of three 
fingers, in the same way . The only point to be attended to, is the proper choice whe¬ 
ther to ascend on the first, or on the second string . 


FIRST SHAKE. 


By ascending on the first string . 


IN A MAJOR. 

































































FOURTH SHAKE. 

K\ ascending the triple octave on the second string, I^ 

~ — v" 

2'! String.___ _ _ . 0 ' 


IN A MAJOR. 


I 2 4 


12 3 0 12 


1 2 3 0 ] 2 


T ,) * I l ■ ~ ' T ' ~ «*ain« P<>*: * 1 Y 

1 

1 he scales in the above four exercises might be ascended differently, on account 
of the many harmonics and open strings which occur in the key of A major; but if 
we wished to play the same passages in the key of A flat, we should be obliged to 
finger them in the way marked below. The preceding examples have only been given 
to show that this fingering is well adapted to the open keys . I leave those who prac¬ 
tise it, to judge whether a method of fingering which adapts itself to many keys,with 
out losing anything of its regularity, does not deserve the preference . Here follow the 
same exercises in A flat . 

FIRST SHAKE. 

By ascending on the first string 


3*. 1 String. 


IN Ab MAJOR. 



■fiat. 


















































































































FOURTH SHAKE. 

By ascending the triple octave on the second string 

2 f St rin g. _ __-— - 


IN A Af^JOR 


Strin 



I a s 




smut' Position. 


je» 9 . 


CHROMATIC PASSAGES SLURRED. 

finger! when tTfTecZ ./a"’,'* thl''rf* “ S ‘’ T"'' fiS " reS ’ 1 “ Hrk the first 

for further *" fo "»* «* chromatic scaie. 


IN ft M I R O R . 




•I Mr ii. 




Jfi, 


VJLMtr 
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x? 13. 

OETAILS OF SOME EXCEPTIONS IN FINGERING. 


It will be remembered that,, in the article on the Diminished seventh, I have stated 
that this chord is taken with the first and third finders. 


a 

2 . 


EX A M PL K 


m 


=tt= 


1 

Diminished Seventh, 


Here the D on the first string, and in the third position, is taken with the third fin¬ 
ger, instead of with the fourth, which is generally used. 

By turning to the article on the Sixth, in double stops, it will be seen,that the sixth 
note of the scale is taken with the third finger instead of with the fourth. This 
illustrated in the next example, at by the same D as before. 


is 



34 String-. 2 ,l S(rit.*r 


By referring to the article on Thirds and Sixths, towards the end, it will be seen 
that the Diminished Third is treated of . 

Here, again, the same D is taken with the third finger instead of with the fourth. 



We will now give some successions of chords, to prove the necessity of this ex¬ 
ception . 


EXAMPLK 

» F# MISI 

t 

3 

——r-„-li.-,- 

3, 2 -I 

. tj Jr'J 

0 , 2 e—- 

In j -1 A 

i .tern 

4my ex,. 

_ i _ « _ u. _ ct r, 

^ n u i TT CV—1-1 


t r r 


^ TTM P 

’ twct-1- 

nv rj ^ - -If-V. 

,_ l _, 

-tr-M 


-1- 


__ ; _ 1 . I 

_ . . 

—i H--- 

j-j-j 

4 * t 

1 4 1 *i »i , J i a n-i, 

n ^ vTi —is 

O 1 2 3 | 3 2 2 . 

V-k_L J_ L N i-4i 

5 l 

°l 4 I 

1 4 

2 , 

/'-y * n_s_ 9 _ m _w _ i n » _ ^ru 

_ ^ n a * ~ n 



It _■ 


T" n 9 

n m ” i 

n w m — w r 

-3 - 1 



Xfc*' tc 




hr - ——cs — —r 


a 

- XIV. - 


r m tt M 


V " t t~W ^ 

n o 

—- r 

* “t 




'■ 1* l,_l, 1,1, 7 ? "1, l, ,1 


- 


At the end of the article on Double stops, a piece is given as a Recapitulation of 
what precedes, in which this exception is frequently used, on account of the constant oc¬ 
currence of the diminished seventh and the minor sixth therein . 
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; excejj 
e note; 



The notes which here 


occasion th 






















liiij 






Here fellows a rare example of the d,mm,shed seventh taken with th 

^ « H y the strnple seventh . 



1 N C MlJo R . 


I I- 


3 [X 4 '\ 41 




, si lf" "f thr dimi¬ 
nished seventh 

_li 2 


finders, as it sho^Ih^ H """" H|,W| " ‘" kr “ " ith «•' first and third 


11 <2 *4 14 

T 


^±35 


OF THE DIFFERENCE ,N FINGER,^ B ETWEEN THE DIM.NISHED 
third and the minor third. 

The interval of the diminished third j s t*h • . 

» *.- .. two hair tones; and J“ ^ ^ ^ k ""~ 

'"■S-s, because it contains a tone and h , T" ^ ^ ^ M "' fll " rth 

third . “ half • - fi>st examine the diminished 


•‘-T'd JPoKiti.-H, 


Position . 


t s - f Position . 


R X A \I P L K . 


1 1 2 3 


To proceed somewhat methodically I will . c 

hi.* first the interval of the diminish d o, ' “ P 0,i,i "" *" »«»ther, fa. 

" f -.. third nn the second ^ "" ^ Awards that 


K X A M H L K . 
.S r . (1 Position . 


*". d Position . 


I s / Position . 


diminished Third . 


~ l 2-g-r 


2 ~ 7 i -d- 


1 2 A 2 


Minor Third . 


/ 2 4 2 


2 4 2 


I Will now give a passage sufficiently |,,„u- to put thi th ^ 

to prove the truth and convenience of t| , , * * P ract,ce > »»d thereby 

1 1 n,s distinction 












I 3 2 1 2 




Jr Jr 


12 3 12 I 4 2 


1 4 3 


2 1 0 


Let tn 


"" "° W C °" Sider the mi "" r * hi "».» ^ presents itself the most naturally . 


D Minor, 


1"* String. 

3 r .'* Position, 



Bp M in op . 


oud p •. —Lv*_ 

& • r'tsitlon. 


I s / Position. 



1 3 -f, 

Ji t M inor . 


it"-' 1 String, M ‘ i ’" r ' , 

3 "'. = ^LlLZp l 8 “.' i p.'s..o„. r.< p,.i,i„„. ^g35j=j^jg^E 

Unity of fingering cnnstraines nte to take these" thirds in the way here marked- ,t 
are, however, many persons who take them in the following manner . 


1) Minor. 


lV String, 

3 r '< Position, 


2". (1 St 



B(? Mint 


2 n .'* Position, 'ter- 


I 2 T 

G Minor. 


*1 2 3 


I s . 1 Position . 



i 2—r 







I cannot say that this ft.*™* is absolutely had, as 1 know of „„ bad fingering hui 

.h.cd deranges the proper position of the hand, and which consequents gL L to 
a faulty intonation and the production of a had ,,,,,111 n ... , ' J g r,sr 

hut I do affirm that it has two defects- f rst . ,T ^ 

introduces confusion into the mechanism If * T.7 rff “«" il *-^ h 

less, while the former is rich in resources Thfl’ y ’ be “'S P"'"", and even worth 

example, in which I shall employ the thirds of G TT'’ r " Ve ^ 

minor, which have heen given above 1 , " ‘* 5,l * ,,fE fUt 

centre, present me with greater resiinr^W t^diZI^hu, ^ “ fa ^ 


^,1 _ 


IN G MI NOR . 


1 WWU 


iwam 



[K5* 


^ 34 2 i 4 


2. Position 


iSBK'i 


I - i I- 141 4 


■ MoiMr 


iwp««r 


:»si 


W^TJ^r Jir l^tr , 


■Si 


:ks 


i 52 i 




'^414 


l^Pnsition.^l 34 14 i 4 


IS 


-wua 
















flu. preceding example mast have fully shown the advantage of the first method of 
fingering over the second; and I trust that those who before thought it a matter of ahso - 
lute indifference which of the two methods they employed,will now change their opinion 


JV\° 15. 


I s . 4, Position . 




IN C MAJOR. 


21 2 " 



2 1 3 1 2 


IN D MAJOR . 


2 "' llstr,,, S- L 2 1 ~ 


±±±A 



JT 2+24 


* 'in, rrr, ll. jj m 

12 I 1 2 1 11 


X? 16. 

Of the same kind as the last; always on two strings, like sixth 


2-1 s: ] 5 2 ,,l K* 


IN G MINOR. 


„.l . oil 

.s’ 1 , 2 . 


4 th 3'. 1 4}]} H'J 


1 3 2 2 4 1 


I 2 3 4 


1 4 2 3 4 
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JV" 17 . 

One of the chief causes of playing with a false intonation upon stringed instru¬ 
ments , arises from not well fixing the fingers upon the string, and from raising them 
unnecessarily, by which the hand loses its firmness . I have met with persons who never 
had more than one finger on the string; so that their hand appeared on the finger- 
board (if I might use the expression) as if it were on the ice . But perhaps 1 shall be 
told, that playing out of tune is a proof of want of ear . To which I reply,that I ha\e 
known many persons who sang extremely well in tune, and yet played falsely . Now, 
there can be no doubt that it requires a better ear to sing in tune, than it does to play 
in tune; because, in the former case, we have neither op-n strings nor v ibrat ions to serve 
as rallying points , and the chest is much more delicate in its structure, than the strings 
of an instrument . The fault of which I here speak, of needlessly raising the lingers, 
is by no means rare . It commonly happens with persons who are not thoroughly 
practised , and some of them retain it for a considerable time, if they are not well 
instructed_ I shall now give some examples, in which notes occur that are fre¬ 

quently repeated, and which will show the advantage to he derived from keeping the 
fingers which have been once used for them, firmly pressed on the string; in order 
that when the same notes are again required, the fingers may be fully prepared for 
them, without making a new movement . 

I must observe that the minims in the following passages have, in reality, only the 
value of a semiquaver . They are merely intended to show, that the fingers which take 
them must remain firmly pressed on the strings during their full value . 




It is to he remarked that, in the preceding passage, the hand is placed in one of its 
w idest posit ions, without extension . ^ 









1 he second measure of the above m 


passage is not undeserving of notice. It is this; 



2 0 10 4 


If the second finger* which takes B, he not kept very firmly pressed „„ third string. 
It will happen that, instead of extending the fourth finger to take G sharp on the se 
cond string, the whole hand will he advanced ; se that, when I he same B is required a- 
ga",,,t wdl he found tun high, because the hand has been moved up . This is not mere 

fancy,", my part, for I have many times observed it, io giving lessons to those who had 
already acquired a certain degree of proficiency. 

Another eassage of the same kind, entirely in the first position, and with the same 
fixed pressure of the fingers . 


IN G MINOR. 




might multiply these examples without limit, and yet nntWceed in presenting all 

-.» •»«,. " 

the attention to this J e i the f, "g ers pressed down, and of directing 

whui* r nf ^ f ~ or 

gained a great advantage . m,> ’ } 1 * mechani0al movements we have 
































































The following passes alternately from one position to another, in ascending and 
descending . 



1 4 i 


The 19°' Exercise, in Part II of this work, forms the completion of the above, as it is 
entirely in the half-position . The practice of these passages should not be neglected, 
as they are useful for acquiring a thorough knowledge of the lower part of the finger-board 


XV 19. 

Passages are sometimes met with, in which the thumb descends from one degree to 
another, and as these should be known, I shall now endeavmr to give an idea of them, 
writing the examples in easy and sonorous keys, in order to facilitate the comprehension 
and performance of them . In the first example, the thumb always descends on the first 
string, the first three measures serving only as a preparation for this. 


IN D MAJOR. 





sami' Position. 


















































This way of dose 
aui|)le, here follows 


on (liny; with the thumb may he practised in all the keys. As an ex- 
the same passage a note lower, with the same fingering. 

».»in c P' /si tii m . 


K VAMP L K 
in C M AJOR, 


0 
















[t will be readily understood that the same thing ran be done on the other strings. For 
instance, here it is on the third and fourth strings, the first six measures serving merely as 
a preparation . Here, however, the thumb must always descend on the third string. 


Sciiiii' Position. _ _ 


KXAMPLK 


in C MAJOR, w -•— 

M 2'I S trill/ 

T~ ‘P’ S 




These passages d.i not always occur of the length here given. hut I thought it advisable 
t„ extend them as much as possihle.su as to facilitate performance by their study. 

X°. 20. 

Al the end of the Chapter on the Scale s, I have stated that there are some passages in 
which it is indispensable to take two notes in succession with the same finger; and of these 
1 shall now give some examples . This method of fingering, in my opinion, should never be 
resorted to, except when absolutely necessary, as in the following example:- 


FIRST EXAMPLE. 


IS A MAJOR 



| rrc ft 1 1lows another example, nearly similar, which it appears to me equally impossible 
play, without taking two successive notes with the same finger. 




























i i r ~ 2 1 

i . (. 2 
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srossggasl 


The following shows another way of fing'ering these passages, when they are short 
without taking two notes with the same finger . 

_ FIFTH EXAMPLE. 


I Si D MAJOR, 



4 | 4 1 + 


i ■ r m*r A 


teS mH gl 


This w'ay of fingering answers very well, espicially with the method of bowing here in¬ 
dicated; but if the ascent were carried farther, we should be obliged to employ the linger - 
wig marked in the third example, as it would then become much more difficult, particularly 
m regard to correct intonation . 11736 
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Let its examine the same passage somewhat more extended, in order to prove the „/* 

cessity of employing the fingering given in the third example, when the ascent is earn - 
ed farther . 


SEV ENTH EXAMPLE. 



It is impossible for me to foresee all the circumstanc.es that may occur, wherein we 
should he absolutely compelled to take two notes with the same finger, as that de¬ 
pends on the turn of the phrases, which varies to infinity; but I think that if atten¬ 
tion has been given to the foregoing examples, we shall he enabled to judge, in any 

passage that may he met with, whether two notes must necessarily be taken with the 
same finger, or whether this can be avoided . 

jv? 21 . 

When octaves have to be performed, the thumb being placed, they are always taken 
with the thumb and third finger; and this, constantly , in every key and on all the 
strings . 


EXAMPLE. 



be useless to say more on this head, since the same fingering always occurs 
in major and minor keys . Octaves are played much in the same way on the low¬ 
er part of the finger hoard; namely, with I he first and fourth fingers. 
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But it is not improper to observe, that this manner of playing octaves on the 
lower part of the finger-board, only suits those persons who have a very large and 
strong hand; for, if the octave be but just reached, the performance will be feeble, 
the tone will not come out freely, and the intonation will be often false. Further 
examples are therefore unnecessary; as, in this way, the fingering is always the same 
m all the keys . It is to be regretted that so very few can avail themselves of this 
fingering, because the octaves produce an excellent effect when played in this way, and 
are obtained with greater neatness and a more perfect legato, than when the how is 
obliged to skip over a string . 

In the following way, they can be played by every one . 


FIRST E X A MPLE. 


I N C HAJl 


. J .. J= 

:— ^_ Cl _i_ 5 . 

i a-® 

?l 1 ^ 

‘ -* - 
0 1 

J- J <5 -£+- 

3 4 

- i o — -r —“- 

O 4 ! O 

— 4 - a — I — 

3 14 2 

m,i a j c - 


-=r= Q) -rv- 

-= ::: = ::: ===I=I1 

-r--- o -- 

4 5 3 I 

- d — 4 - 

1 0 o 4 

4 3 

ip 


Here we see an ascending and descending scale of octaves in C, entirely in the first 
position, which appears quite simple and easy to perform; but if it be desired to play 
these octaves with a certain degree of rapidity, this fingering mat be abandoned, be¬ 
cause it renders the bowing irregular, as the bow does not always regularly skip over a 
string, which will at once be seen by attentively examining the above example . It some¬ 
times happens that a more difficult kind of bow ing is used, to favor a particular fingering; 
and, on the contrary, a more difficult way of fingering is sometimes adopted, in order to ob- 
tain an easier and more regular method of bowing . In this case, the fingering must so 
co-operate, as that the bowing may be always regular, otherwise it will be impossible to 
play the octaves with neatness and rapidity . To attain to this result, we must avoid the 
open strings as much as possible, and finger nearly like the fingering of sixths; that is, 
not to take more than two octaves in one position 
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1 * c M A J o R . 


4 t . h ^3-;'l String. 
I s / Position. 


3 r -'< P,.sir, 


* I s -' String. 

,S -' Position. 3 r .'* Pnsit;, 


I".' P»siti, 


3 i 4-s 

4 */' ^ 'jl’ll 4-, ■ 

ort ' 

P 


1T~] J- 

1** Position. 


T L ^ ^ J 

1 omitted the two octa 

H,n|,ltsi " " r,ier ,haf « »i*M IT. 1 ! Ti^m ? e beK " i ' ,i " s ,,f ,i,t - ,,rece(, "'« 
. . . “” id th * «r- ««*., Md t Z ; ,s evi " t '" t «- 

y “"' St be P-rfurmed as follows. 



1 N P major 


I 1 

" s the scale „f f 

third example. 

, , 4 "''•■ ■-*. , . +'!' .. 


*■ 2 :< T—j F 

Position. 


4' • Pnsiti 


2 :i 1 4< 2 


2"- J Posit;,,,,. 


^r~2 ^— r 




IN Pi> Major . 


ISt Position. 


fourth example. 

Positio n. I s -' Position. 3 r i‘ Position . 


^ | I £7^ 

2 4 


|st p ... ^ 4 2 

1 • Position . 

-A- r,) p . ■ 

—f—_CN Position. 


2 2 1 4 2 


~sT~* 4t a- 

P- f Position . 


must have been remarked th- t • ^ 4 2 

, haS alw, y b ™' obliged to skip over’7,0,“ """'"V'’. thir< ' am ‘ f "" rtb ««».,.I«,‘th. fc 
larity of performance as „el, J T “ b * h ” «'"' b - for re, 

The following is an octave-passa. V" *' , i< | a | ity of tone . 

"o 'Hy in a similar manner . |„ ascendLTd" ,'" K ^ Sl ‘.nitn„es an,I descend!, 

. an<l >'* »«>t likewise he observed , ' T ^ " fn *“ ~ F'sition 

measure . ervul - the four . 




4 t4l &3 r .' 1 striiuc- 2".‘ f Pn-sitiun. 3 r ; ( p.i 


IN F MAJOR, 


4 T ^ 142? 

; 3 'J Pus; 

# M £ J 


8 1 4 2 


8 I 
_4<f> Pu S; 


- I ts I L ~tf~2~ 

4 f . N: S r .4 String*. 

4 :\-\ 1 ‘--_3 r -l p, s; 


4 , . h Pus; 


8 1 4 2 

8 r :‘ Pus: _ 

Jf- ft. 


2'V 1 Pus: 


8'-' *t 2'st ring. 
P* Pus: 


^ 1 4 2 


8 ~T|71> 


3 1 4 2 


3 1 4 2 


~r # i 

d 1 ~4 21 


It ,s here very important to observe that when any note is taken with the foorth fin- 
ffer on the foorth string,its octave is always taken with the second finger on the se¬ 
cond stnug; and when the fourth finger takes a note on the third string, its octave is 
invar,ably taken with the second finger on the first string . To this rule, I know of no 
except,on : for example, in D major, the F sharp and C sharp are taken on the second 
and first strings with the third finger, in the first position . 

KXAMPLK. ZgSF fl- ° 1 •! - - -<■ ( 1 ^ K 

1 st Position. ^ .. ^j | ----ZZZ | - 1-^ 

If the following notes in D major had to be played, they would certainly he fWer- 
ed thus:- * 


But if the same notes and their octaves had to be performed (still in the same key) 
the second finger,instead of the third, would always be used for the F sharp and C share 
The next example will verify this assertion. 


I*. 4 Position. 


The reason is, that the fnurth finger regulates this matter; because, if the F sharp 
and C sharp were taken with the third finger, a constrained position of the hand would 
ensue in taking their octaves with the fourth finger. 

Example of this bad fingering. 

I s . 1 Position . 
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xv “ ; B W - |,,i . it »»y l.e seen that, in Chapter 

XVI. have clearly shewn, .here sh.,,,1,1 never be mere than the distance of a semi- 

7 '7: 7 third ^ f "" rth *• «h,h take an octave are 

7 “ f '" StanCe ° f * . . it follows, that any note taken with 

7 f, " gC . . 8lri "K—*‘ — ,y have its octave taken with these 

7 * er "" a hi * hW S,ri "^- ™“ -'*• - — applicable to passages of me.otly where 

r 7" Th " f " l, '” rh '*’ . .tance, are very comm.Indies the 

ass ,,, a„ of which it will he observed, the .. finger rep,aces the third, io order 

the octave of the note thus played may he taken with the fourth . 


EXAMPLE. 
I s . f Position. 


A + 3 I 9 


3 * 3 1 2 


Position 
C minor. 

3 r . (l Position 
D minor. 



1 J 2 4 


Here is another which sometimes occurs, and in which the G natural ,s taken with 
the thud finder on the sec. 1 strin S , in ,|„. first position . 

EXAMPLE. ~ T^v. m # 3 -—- - - 4 l 3 2-— 4_ 2 


in B major. 

I his G natural is merely a passing note, which does not even belong to the key and 

7X7? .."7 '" y a " k " ar " *.^ ,K - f "" rth descend to it, as the 

,, 7^ .■ k - " i,h » h - fi^r, in order that the 

goring Th Z f T d *" " S th ' S ‘■t***’ the octave regulates the fin 

wav !f , , 7 7 S "‘ nr, " neS " < '°" rS W,th th ‘ " f ^e diminished third. By 

way of variety, J shall gtve this example in B flat . 


E \ A M P L E 


12 4 i 3 


B b major. 


3 2 ] 2 — 4 _ 


This may perhaps he termed a ..trariety of fingering; hut, for ,ny own part, , con- 

Z.LI 1h . . a "" ' M, " ral """ ' ' ,, " gM -—-.y on this subject, 

” a " •‘"""X' 1 to make mysell thoroughly .lerstood and enable any one 

f }> v tns rule., whenever an occasion may present itself. 
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CHAPTER XIII. 


1X6 


OF THE SHAKE. 


shall nut waste time or paper in an attempt to demonstrate the heats of the 
shake, as if I were about to treat of something new; for everyone knows what a shake 
is.an.l hesides.it is to he found in all musical works. I shall confine no self to giv mg 
some examples for practice, recommending that care he taken to make the heats very 
trm , that the finger, in heating, fail perpendicularly on the string; and that the beats 

mad without torn or stiffness. It is also necessary to observe that the finger must 
always fall on the same place on the string . 

There are many persons who, thinking to acquire strength, stiffen their finger, and 
consequently extend or advance it in such a manner, that a shake with a major second 
increases to a third, and one with a minor second becomes greater than a major second. 
I-t it not be supposed that this fault appertains exclusively to beginners; for I have 
noticed it in the performance of some celebrated artists . It is a had habit which,when 
once acquired, is very difficult to correct 

It .h..l.l not ho imagine,! that the quickest shake is the most beautiful; for, in 
order to arrive at this merit, the heats most he made with the greatest equality, so that, 

the tU " *'•»■<- 0» -r may he aide appreciate the .. as clear- 

tlH ' " lll,Jr ' 11 ' H als " ^"rroly known, among persons of taste, that the heats should 

not he made so rapidly in an Adagio, as in a qnick and hr, movement, and that,when 

it is too rapid, it becomes confused . 

It is an old error to snppose.and mere quackery to aff irm, that the heats of the shake 
should he made with great force, as if hy a hammer*,, for, it will he readily understood that 
such a continuous repetition of notes as that forming the shake belongs rather to agility „f 
finger, than to force . The finger ah,.I be raised as high as possible, and care he ta¬ 

ke, to make it fall perpendicularly on the string, in order that in descending from a dis- 
taoce the blow may be greater, and then a little more than its own weight will suffice 
to bring out the shake clearly . It ah.. also he remembered that when force is em¬ 

ployed, stiffness follows; a proof of what 1 advance, namely, that, men with the strength 
of a Hercules have been unable to acquire a good shake on the Violin, while extremely 
detente women have loen known to perform it most beautifully, which shows that the 
imrit ot the shake depends,as I have already observed, on a perpendicular pressure,,,,, 
equality, and on agility of finger, and hut very little „„ force. 
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ThiS ' t '’ , " , ’ iS ” y firm ..*•'- shake, wh,oh 

" 1H,,y .. »«• —. ( .ha niC e a,, ...^ 

tlsin^ the shake according to the prineinles h r l .* . , 

As . ha\e already spoken o, the shlk iT ^ O ^ 

I ■** that i, may hj again referred to,,., H ^ ^ *** ** **. 

The following is the first shake wh.eh , , . ^ place. 

low the large note is that which ,„„st r JT “ ‘ Tl * ^ «“*«• "* 

p'-ed immediately ahove the small Tv ! i T"' "" ^ ^ 

"" l,Ca, ' !S the *"*"■ " hi '.h is heat the shake. 

ft @ y >r & 

K X A IVI H I. k . ^ F — -J^ZIuZZ^- 0 - r-H-C* Si —-©- .5- 


l c 47 



shake has the advantage of exercising a ll the fingers and it sh It 1 
on all four strings . ni.gers,and it should he practised 

^r;,r r-; -*■ .....*»• 

. .. • .. 

1 11 A M i n,, r . *** 


KXAMPLK. 


7 k ft 

|—© 


In A M 

h 

JfJ- 

pm —^ 

ajor^ 

3 

i -©i-- 

T--■- 1 

0 


f^EE=t 

1 —^ 

==\ 

n 

=^S 


~~ “• ... -»,.... 


Sh;,k, ‘ »'ith the iii;ajt,r sec,,,), 
m.tde vith the 4 , J I fingvr. 
On the W & 2"d Strings. 


F 1 Major. 
2 n . d String-. 



the T ore T mu ' hw * aw * he f "" r,h 

’> r— « the string . Tty^:;;^ ^ ^ 

practising them . There are same .. l T’ “ UC P ' ,,le " Ce a '"' Pofsoterance 


Ill 


practising them There " ’’ ’ mucn P ahen <*e perseverance ii 

P h ^ here are some persons who play very well hot h 

TS’ST f ""' V ^ S " art "' “ W '"" d be f- them to dl ISSST ‘ 

,h, ' y hH ' e one ,„: y 


I%H 

".' ,e . H , V • F " r -»'-<" P-f- the following shakes with th# 

I7 >r SeC0 " d ' ' lh *- ,h ' r " f "- r -• P«— <t»ite perpendicntarty on the ,g 

; r’ t* . .**.«■— 

f ’ * ' ; r fr " m the difficulty i„ reaching it,there 

fore cannot make the beats of the shake . 


Shake with the Minor Second 
In C Minor. 

First String. 


Shake with the Minor Second. 
In F Minor. 

Second String-. 



c ,t rt es , in E " a>r an<t e . . . the first s,ri ' iK - re ^ «»«. dm. 

• on e Violoncello, because the band is placed against that part of the neck which 

joms the body of the instrument; and if the nerk i h t th v. 

tn nec “ ls hhort, they become very fatiguing. 

EXAMPLES. 


Shake in K Major 
First String. 

Shake in £ Minor 
First String. 



I shall net give examples of all the shakes, fer these who desire t„ exercise then 
selves, should make them on all the strings and in every position . 

When once the thumb is brought into use, most of the shakes are made with 

befoZl r T I"" r " “ Wl7 a,WayS ^ »" *• .. c > as we hav 

concluding shak ' T l ‘ hM " b h* ,,,aCed 6 C -«<* "e shall have th, 

concluding shakes in the keys of G and C >. 


examples. 



th t ' ;‘: S are ,,0, C0 ' K ' l " <li,,,; — may have be madf 

» -h .he tird h-ger . , s ha„ now give a -- - which very often „„ c „ rs , w| , er „ 

* h t;: rrt fi "* er are 5,,ffici ' nt,y f —*•—«e 

neglect to practise them . We remain in ft, 

• . , the Sauie P ws,t,on throughout, taking care to 

keep the thumb quite firm in its place. S * 


ht 


examplk, 



Jr s|l S Jr 

-CX-ra- 4 Ch__o 


The foregoing remarks must suffice t„ give an idea of this study . The shake 

ns y no means be neglected; indeed , it ought to be practised with all the fin- 

gers.for nothing can impart to them greater |,Vhtm> t* , . . 

T . i M , greater lightness, agility and precision. 

1/iere is still another kind of shake called th . 1 l 
■ • . a. r- ,, . . called the broken or interrupted shake of 

vk hieh the foIIoM inging is an example . ’ °* 


Interrupted Shake . 



\/r 


There are, besides, many little embellishments, as the piece, deni - cercl,\r„i, 

r\ nfr* ° thers ’ ,he — - ^ - JU k,,ow„ to : 

Xn ^ by Wh ” ** well .. but in 

thing of great importance which I must not forget to mention , which is that in 

the shake, the hand must not make any movement;.. the I ’ , 

in r;; k, " s “• ^ ^ -.« - ««• ™ . * have 1 4 ;: 

■ i s shake w-ith the wrist, but this is not a true shake, it is a mere trembling,which is 
ordinarily a result of stiffness in trying to play with force . 

VB.AII the examples given in this chapter should be performed very slowly for 
the_purpose of making the shakes very long. * 

^ " ' ~ ’-------- - 

These are names of antiquated French embellishments of whu . h n „ . .. , 

"•■■a raphers, except of /Jl/ICe, which Rousseau I ■ 1 ' ( r (' i"ti as een Ifiven hy our musical lex- 

a- heat. KD. ' HU al, ""‘ ‘*'"t Which seems to correspond to the old e ur t 

1 in. old emhelhshment called 







CHAPTER XIV. 


ON THE NECESSITY OF PROVING THE UNISONS 
AND OCTAVES BY THE OPEN STRINGS. 

It will scarcely l,e believed how requisite it is to examine from time to time, 
while studying, whether we are in time with the open strings, which must be done by 
proving (he unisons and octaves by them; this must by no means he disregarded . Kir 
myselt in this place am dictating to others, I have no hesitation in saying that, 

if a strange Violoncello were placed in my hands, 1 would wager that the first sounds 
which I should draw from it would be false tune it, if necessary, I then prove 

the unisons and octaves in all the positions, and after this operation, which gives me 

a knowledge of the finger-board, I play .. as little out of tune as possible_ 

Here follows an idea of the way in which this is practised. 

In the first position, we have only three octaves. 


I s . 1 KXAMPLK 

First Position . 



In the second position, there are three unisons and three octaves 



2 n . 1 KXAMPLK 

Second Position. 


The next example is of the same kind as the preceding, and will serve to give 
greater certainty to the hand . 


■'S r - i KXAMPLK 

Second Position. 


2 | 2 | 

d . 0 A 


-S- * £ 


2, 2 , 













In this second 


a re 


Ml 

on, y th ree octaves and 


,he k »y <«f o minor , there 

no unison . 




In the fourth position, there 


are only three unisons, taken with the first fing, 


K X A M P L K . 

■t'i 1 Position. 



The above will suffice to assure iU f . 

I .. here 8prak „f frac|im|s #f ,, ” . ^ .* VM true; 

ther . Where there is „ , # . B ' h ' >h arntU "‘ " i " «*.«!. Or 

he tf i„ to „| ‘ " ]KU "" t ’ r ° Uf Ca " be “-'Oi besides , when we 

, • ' ■ "" *. . . considerable time in the ope., 

to actpure a true intonation . I cannot hi • • . V 

... _ „' 

.~.....o’err: 1 ::::;: 1 ;::;:.7 

error, than the »e« . „ , K . f< * r "'" re frequently in 

tire instrument nirely in tune then list ' n ^ “"st first-put 

—......r;;^'.. 
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CH A PTE R XV. 

OBSERVATIONS ON THE MANNER OF TUNING 
THE INSTRUMENT. 


To know how to tune, is a matter of more importance than is generally believed. 
A Violin requires to be tuned much oftener than a Violoncello, becanse its first string 
is Aery delicate and frequently breaks; while the four strings of the Violoncello are very 
strong and rarely snap; neither do they alter much, after they have once attained their 
tension . In taking the pitch from another instrument we must first carefully observe 
whether our A is too sharp or too flat, and in either case, whether it is much or little : 
ne must then turn the pegs only as much as is necessary, for if we continue to move 
them to and fro, we shall be obliged to tune very frequently; while if we merely raise 
or loner the string as much as is really required , the instrument will remain a long 
time in tune . There is one thing which it is very difficult to avoid , namely, taking 
the A too sharp ; the reason of which may perhaps be, the desire of hearing it dis¬ 
tinctly . For example, when the A is taken by one Violin from another, and by one 
Violoncello from another, the moment of being exactly in tune is that wherein the 
string vibrating precisely in unison with the one from which the pitch was taken,indu¬ 
ces the belief that only the latter is heard, which kind of illusion is very difficult to 
guard against: the bow is then pressed more heavily on the string,the peg twisted about, 
and the exact point of tuning missed . This is so true, that if eighty musicians were 
to take the A one from another, in regular succession, and the tuning of the first were 
to he compared with that of the last, the pitch would be found to have risen at least 
a quarter of a tone . This is an experiment which I have many times seen made by well 
organised musicians, and always with the same result : in short, supposing that ten, 
out of the eighty , have taken the pitch accurately; yet the least variation repeated se¬ 
venty times by the others produces a considerable difference; and hence the reason,why, 
in a well ordered orchestra, the principal Violinist gi\es the A to all the performers, 
one after another . But even this does not prevent those who have the failing of turn 
ing the pegs about from tuning again directly ; and thus half the time occupied at a 

concert is spent in tuning the instruments- an insufferable annoyance, which cannot 

be too loudly declaimed against . 
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In regard to tuning the fonr strings, whenever it is done with force and the vi¬ 
brations of the strings are not listened to, we cannot he sure of being nicely in tune: 
for, if we take an instrument perfectly tuned and press the bow more heavily on the 
first string than on the second, the first will appear too sharp; the reason of which 
IS, that the weight of the how will have increased the tension of that string. This 
may possibly explain why many persons, to whom an instrument may be presented as 
1 fectly m tune as it can be, yet cannot help turning the four pegs about .betbre they 
begin to play on it, Hut if the bow be passed lightly across the tw o strings, and then 
taken off order clearly to hear their vibrations, We can scarcely fail in tuning correct¬ 
ly • in general, those who occupy the most time in tuning are the least perfectly in tune 
Another thing which i, is not useless to observe here, is that when the distance 
im the pitch is considerable, as a semitone or three quarters of a tone too sharp.it 
would be futile to endeavour to take the A perfectly true; for, in lowering the other 

three strings the pitch of A will be raised nearly half a quarter-tone, The reus.. 

this is obvious; for the tension being made on the tail-piece by the four strings,in Icing 
down the three lower ones, the equilibrium is restored, and the first string therebyac 
quires a little more tension, than it had before the others were slackened . It is the 
same, if the pitch of the instrument be much too low and the A taken quite true; for 
awing up the other three strings, the equilibrium is restored, and their ten¬ 
sion relieving the .. the first.it becomes ... This might he demonstra¬ 

te, mathematically, by commas and fractions of commas, even as we demonstrate that 
.wo and ,wo make four; it is the effect of the balance [of the tension „„ the tail 
l> • H method of avoiding the above inconvenience is, to lower all four strings in 
succession, as near to the pitch as possible, and afterwards to take the A. If this 

precaution be not taken, a til aver wmiU k k u . 

1 y * nul<t h * unbearable, when engaged in an orches- 
tia: tor, were the before - named cironmvt-a nr^ ij i 

onmstance added, in ever so slight a degree,to the 

St!l " ,ly ^ ^ he would not be in tune in half an h. 

IS it appears, that hail tuning results, in must cases, less from a defective ear, 
than from a faulty mode of proceeding . 
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CH A ^ TER XVI - 

OF vi br ations a^d the^r coalition. 

The subject of this chapter is 7T i ! 
f«Hy, « IrnnwMgn „f natural phi,!,, *71,7 7" ’‘ ^“ 

. „,, r „„ lhliniii)Chlv ; iv . 77 ,s . . . i -fly 

rela * i,,n exWi “« »h- vibratin'., is ,7essl 't ^ ^ * i,h **’" 

producing a pure time , that I s h ll ' '" H tr "<- intonation a,uI 

l0B * fa “ iliilrit >' with the four Z"Z T\'T ’ ha ''‘ . .* h * 

^Hte.or rather, make eli(|( . ii( fn . ' i. . to demon - 

st ruinent, whether the sounds which^HrlL'"^ ,,la “ e *"*''* "" *«- 

• Ins object, J shall carefully ahst, i / " ^ ‘ J " |‘«rsuance of 

' Sl """ d -- woitttellijrible 7 ‘r 1 1 ten " h ’ ll,S ' 

*" musicians i anil if this sketch In, * " s l >l a * c like a musician 

-bject to re-write the whole!!!.' "'"-"^.ly ... with 

th “« 1 xhall at least hate effect ’ “ Ma> m " re Smic '" M * *» ««r art, | trust 

•-I - begin with the knowlelVeT:;.‘ -• 

seen,,, | finger, «*"»"»s,and take Gun the fourth string with the 


2 ".' f fillg-, 


K X A VI p r. F. 


. o-*■ .- - - - •- 

00 !;: ::,r,. *««••.... 

produces the same effect which 


2'V* funror. 


K XA MPLK . 



Lastly, take Aon the second string, with the . a r 
effect will he produced. * f'"tfer,and still the same 


KX.l m P L K 


m 


2".' 1 finjfi-r, 
-©- 


e,then, art two resonances, although only one string j s touched W 
experiment on the three string 0 „e »ft' H ’ Ke l ,eaf th * 

— with another fiuger th ^ ^ ^ - -ch 

bear that the string on which Z" 7^ "** *" "" . . «* 

■ V ar “ !>"»*««» «■* resonance, less proloinr 
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fl,M ; ,hls is alrt ' !tll . v «»mi-thi.r K in r^nr.l In quality nf tune . Let us now ex ' 
amine it in r,-spent <„ justness „l intonation, by repeating the same operation an,I pla 
ring the seen,,I finger on the (J of ,he fourtl. string, about a eomma too sharp or too 
fiat, for it is well to know that, if the finger he not loo far distant from the true pileh, 
the unison will still resound, although rather more feebly. Now plane the second fin¬ 
ger on the fourth string, a comma too flat, and draw the bow strongly across this string; 
then take it oil and listen to the \il,rations of both strings, and you will hear a 
false anil disagreeable sound, which arises from these i,I,rations not being isochro¬ 
nous. If this experiment he made in a large and sonorous room, the effect will be 
horrible; while, if we place our finger exactly true, the two resonances will perfectly 
coalesce and produce a superb sound . The same effect will result in the ease of 
the two other unisons . 


These are the three natural unisons which we have on the Violoncello, but the re 
ktions of the vibrations are far more extended; this is what I shall now endeavour 
to make audible, and even visible, if that can he done . It may not be useless to re¬ 
mark that, of all the consonances, the unison is the most difficult to take perfectly 
true . We will begin with the fourth string, (\ because the graver the sounds,the more 
sensible and prolonged are their vibrations , therefore, let us see what are the differ¬ 
ent vibrations of this fourth string , 

We have seen, in the Chapter on Harmonics, that they arise in the order of the 
octave 12 t . h ,15‘. h , 17^, 19*.'- and 22":*, which is the triple octave . I must beg the reader 
to glance through that chapter again, if it is not fresh in his memory, as he will 
there see that the distances which produce the harmonics are really the different 
points of vibration of the string . To demonstrate this clearly, I will write the C of 
the fourth string as a semibreve, and indicate the different points of vibration by dots. 



In order to 
C string, let us 
the octave, and 


assure ourselves that these are the true points of vibration of this 
play each of them separately on the other strings, beginning with 
so on in succession; and this fourth string, by its vibration ,must each 


time give out the same sounds as those which we draw from another string . 


U726 




136 


l dice the following C, on the third string, with the second finger 
8 ( . h or Octave . 


fi-6-or. 


Draw the bow firmly and then «» te it „ff, all(l yo „ „,,, b , 1(h h _ ^ ^ 
two stnnjrs vibrate nam*vlvr + 1, *1 • j . tne 

s tri„»r by it t T *’ " °° y °" ^ P l W«g'»nd the fourth 

1 1 k T\ ."" " f th ' S »» .. an 

L Z T" "" w ' st, ' P ,h ". . the tbir '' y wi» -.a. 

sJT "’ try * {,rr ,ak ' i, « ° ff «• hnw. stop the vibration of both 

of thT’,1 T- W,,r ’*" ythi "' C ■ J ' sho " IH >>» observed, that it is not the low C 

l»" ‘' r '"S wl,| oh IS heard, hut its octave; which is the unison of the C that is 

X" 7 : """ S,ri " K • LaStly ’ if " i " "*■ once more and observe the C 

S,nng . . . "" l "* *“ “ 'ihrates in two parts, as in this figure . 


Let us now pass on to the I wdf 11,, which is the following G: 

2"J* fitig'er . 

Iii t . h or Oeta\e of the Fifth. 31E EF—- >a ----— 


ake this fr on the third stnnj, with the second filler, draw the how, and you 

* •7 . Stn " K >ibra, ' : S '" 1 ’ "'*■ . . <>,e third ..g, after you 

have drawn the how across it, ami you wi„ hear the same ... continued 

tor some tune by the vibration nf *l c ,, 

' the f "" rth »*""«• By attentively observing the 

vibration of this fourth string, you will see that it d ' I •* ,c • 

MUI st * tdiat it divides itself into three parts, 
Hs ,n the following figtire : ^ 


the TT T “ r:"' " f .“ experiment proves that 

'"g eS by Its tH ' e,fth . which is the unison of the G just made on 
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the tlnr.l stnng. If you fake (he sam. ,,» the sec,,,,,I stria*.with th, 

secen, ,M*er,y„« will have „„e resonance more than in the preredin* experiment,-he 

Zl’eT ; ' f "" rth 8triB *- C ’^ h -..V twelfth, the thin, 

: " ° reS "" n by i,S " Ct — thi * rase, therefore, three atria*, enter .ntovi 

.. to *., which renders it very full and harm.1. 

The fifteenth, or doable ar.tave, is the C following: 
l-5 f . h nr double Octave . 

by its 'Tn"' V" ' h r f ' rS ' <,,a " ' he b " w ’ iU ' (l *l»- fourth string will vibrate 

■ aVe ‘ " thlS Cast - "i" "krate ,n four ei| aal parts; hot it will not 

ne so easy to see those vibrations + .• 

ran he q ,,„e as well heard If y " ' -O na,ents, although they 

st,ll he ■ th .. ' ' ' '' “'*• ' M,rati "" " f tb " «rst string,yon will 

t ■ th al e Same H0Und c " nUn "* i[ V the Vibration of the fourth ; and if yoT1 
take this same 0 either on w > i . ^ 

Will he produced . . ’ "" ^ “‘""S’ th " 


The seventeenth is the E following: 

- 0 - 

1 S EE 


17 ( . h or double Octave 
of the Third. 


s E on the fast string, draw the bow, and the fourth string will vibrate 

!i .. . .-. •< ..l. 

the fourth "V t" l "' Mr the San,e s """ d “"tinned by the vibration of 

fourth and ,f you take this same K ei.hur on the second, or „„ the third string 
the same effect will he produced . S ’ 

The nineteenth is the G follow ,I,r : 


I9'. 11 ur double Octave 
of the Fifth 


Tsheih.s G on the first strmg.draw the how, and the fourth string will divide 

: h j;:r Z “-.-th • " — b - observed that 

rrr r, ' s " ,la,lces for "Me sound; for, the firs, string ,il >rB ,„ |, t|l „ 

"" ' lr, “ V fV " m i,! f ""r*h vibrates by its Nineteen, h; and the third 
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ViS . 

string, ^hich is Gr, vibrates by its double octave . This, then, seems to me to be the 
reason why this tone is very sonorous and prolonged. when it is taken quite true*, 
but when the finger is not put very exactly in the place where it ought to be, the 
sound wi 11 be extinct as soon as the bow leaves the string . If we take this same 
G 0,1 the second string, the same effect will be produced . 

Pile twenty second is the C following: 


«r triple Octave . 



Take this 0 on the first string, and the fourth will divide itself into eight 
equal parts and vibrate by its twenty second . This vibration is indeed much more 
feeble than those in the preceding experiments, and the reason of it seems to he, 
that the string dividing itself into so many short parts, the vibrations become less 
sensible to the ear . However, on a good instrument that is well strung, this reso¬ 
nance may still be heard . 

We have already found several sounds which have many resonances 
They are the following: 


Octav. 


m 


I 2'J" 


15'. h 

-&• 


2 R« ; , 


3 K. 


2 K. 


2 Resona 


1 

td 0 


]9 ( . h 

Ql 


I 


3 Resonances. 2 Resonances. 


Let us now analyse the vibrations of the third string, Gr . 

..- 0 - . Triple Octave. 


8‘. h -, r Octave 
of the Gr string. 


I9'. h ... # 
I7f h .. .J£_ 


Double Octave of the fifth - 
Double Octave of the Third 


15 th . . 

--,, ... 

■ 0 . . . 

■ ■ Double 

jJ i-at h 



-£L _“v. ..w-erre 

■ .r/rt vjin_ 





"S’ 

a. 3 r,) st rmi> . Open note. 


Octave. 

of t he Fift h . 



W^e have already had this sound in the analysis of the vibrations of the fourth 
string, of which it is the twelfth, and have found that it has three resonances . 
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The twelfth is the R following; 



t2'. h of the Gr string 


Take this D .... the first string, and y„„ will both see an.I hear the third string 
vibrate by its twelfth, in three e,„al parts. It must he observed . that this same j, 
makes the second string, I), vibrate by its octave, that is, in two equal parts. Here, 
then, we hate also three resonances for this sound . If we take the same D on the 
second string, there will only he too resonances, namely, that of the second string it- 
.self, a«u{ that uf the twelfth of the third string. 


The fifteenth is the G following: 



15^ of the Gr string: 


We have already had this sound in the analysis of the fourth string, of which it is 
the nineteenth, and have found that it has three resonances. 


The seventeenth is the B following: 



IT']’ of the Gr string . 


Take this B on the first string, and the third string will vibrate by its se¬ 
venteenth , in five equal parts . If we take this same K on the second string, we 
shall obtain the same effect . 


The nineteenth is the D following: 



1 ^ 1 of the Gr string. 


Take this D on the first string and yon will hear three resonances: T? that of 

the first string itself; St* that of the third string, which vibrates by its nineteenth, 

tqu.tl parts, and that of the second string, J), which vibrates hy its double 

octave, in four equal parts. 



140 


The twenty-second is the Gr following: 



Take this Gr on the first string and the third will \ibrate by its twenty second, 


in eight equal parts . This vibration is weaker than the others • 

Here again we ha\e found se\eral sounds which have many resonances . 



We will now analyse the vibrations of the I) string? but only as far as these 

venteenth, the others being too acute. 

17! 1 . 1 ... % _£_ . Double Oet;-iV(* (if the Third , 

IV 1 !... 0 _ .Double Oetlive. 

12 th .... - 0 - .o -l uc of the Fifth. 



We have already had this sound in the analysis of the third string, of which it 
is the twelfth, and it has given us three resonances . 

The twelfth is the A following: 


12 th of the D string . 

Take this A on the first string and the second will vibrate bv its twelfth, in 
three equal parts . 



The fifteenth is the D following: 

J2. 


15*. h of the D string . 



We have already had this sound in the analysis of the third string, of whic h it 
is the nineteenth, and it has given us three resonances . 
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1 ht * s, 'venteenth is the F sharp following; 


17^ of tho D string . 



F Sharp 


Take this i shaip on the first string, and the second will vibrate by its seventeenth,in 
e equal parts . Here, again, wo have found two more sounds,each of which has two resonan- 


8 t . h f. 


8 . 2 Kt*Mi„,iiipcs . 3 R nces . 2 Resm,a 


T A B LE OF THE SOUNDS WHICH HAVE SEVERAL 
PERCEPTIBLE RESONANCES. 


2 Resonances 
By the unison 
of tho G string'. 


Ri‘son .1 on-us 
By’ tile (li'tuvs 
"t tin* C siring. 


2 Resonances 
By tho unison 
"f the D string. 


By the octave of the G string 
snd the 12V* of thu C string. 



2 Resonances 
By the unison 
"t the A string. 


2 Reson.tilers 
By tile 'hllhle octave 
r I5 t . h of the C string. 


By the 8 '. h of the I) string 
n.l the 12'. h of the G string. 


By the 17'. h 
the C string 



n •‘MHiances 

By the of the Gstring 

and the |y<h ,,y t(l( , c htri||( ,._ 

2 Resonances 
By the I2 f .h 

of the I) string 

~ 



2 R esonances 

By the 17'! 1 

'f the G string. 


2 B rsonances 
By the triple octave 
of the C string. 



t ht* of th** I) st rilljr 

n.l the I 9 ’ h of the C string. 


- ncMHiail^S 
By the 17 th 


rv »*s(»TiHnces 
By tile triple octave 
22’i' 1 * t h»* G st rime. 






































Here follow several scales. By playing that of (f on the second string, we may ob¬ 
serve all the sounds which are susceptible of coalition cd vibration . 


sc v n K 

nf (i Major 
nn < hi' 2'V 1 String . 

S C A L K 
of C M:ij"r 
on t ho I s . 1 SI rune . 


SC A I. K 
t D M i j i > r 
nil thi- la' Sirin/,'. 


S C A L K 

of (j Major 
on (In- I s .' String. 


Fingvrime. 

_ fx± _ ± _ T -1 

3 

1 

2 

i 

2 

-©- 

3 

-° n 

^ . 

-©- 

a - 

--©■- 

—— 

-- 


——j 

^ 3 Hcsniumvs. 

Finj^vring. 

^ 2 

2 Rt*s<m: 

1 

1 Rt-snll: 

3 

2 R.'S-mii: 

1 

2 RimiM l: 

2 

Cl 

2 R i'M mi : 

1 

cv 

1 Ri'sum 

2 

A2L 

_ Jl 

3 R••OMr 

;i 

—Q .~±-— 

-^- 

-C3- 




-}-H 

-Yk -- 






:- 1 

-w- 






__u 

tT--—-- 

^ v. R i*sniianc'*'s , 

3 Rt'snri: 

2 Rt-sini: 

1 Rison: 

3 Ri-m. ill: 

2 R mm in: 

2 R(‘s<m: 

2 R.-m.mi: 






. 

2 

3 

Fi !ig'*»rin;g. 



| 

2 

a... 


JQ. 

i-. * i 

i 


C5 



— 


■C5 



— 



— =fl 

•vj-) ----— 

^ 3 R *'sniirtm , t*s . 

2 

_ 

1 R cm hi : 

.3 Ri'S.m: 

2 R i'M 'll: 

2 K.'M'ii: 

1 Ri'MMi: 

-II 

3 R.'Min: 

Fiiu'i-rinx' . 


2 

1 

2 

1 

45>- 


3 

4 

- p.M _©. 



-&r 

Q 


— 


QA - 







- 1 

ih ._ 







-] 

^r m .. 

^ 3 , 

2 Krsiiii: 

2 Rcsou: 

2 Ri'M.II: 

3 R«»son: 

1 Rmmmi : 

2 Ri'snii: 

2 Ri'miii: 


I should not speak of the coalition of vibrations, if I regarded it merely as an ob¬ 
ject of curiosity; but 1 believe that a knowlede of it is of the greatest utility in ac¬ 
quiring a just intonation and producing a pure tone: for,if the finger be not put ex¬ 
actly in the right place, there will neither be a double nor a triple resonance. It 
is also necessary, that the string on which we play be taken with the how in such 
a manner that it may vibrate very dearly and equally . To accomplish this, the bow r 
must he drawn or pushed in a perfectly straight line, and with the greatest equality 
of force or lightness, or with a gradual augmentation or diminution of the pressure; 
for if it moves by jerks, the vibrations coming in contact with one another will lose 
all their clearness, and only disagreeable sounds will be obtained . It is certain that 
this coalition renders the sounds which it produces, more full, sonorous and agreea¬ 
ble; the vibrations, as it w T ere, mutually assisting one another . Of this, I shall now 
endeavour to adduce an evident proof . 

There are two sounds on the Violoncello, the vibration of which is very harsh, and 
none but perfect instruments are without this defect . These two sounds are the fol- 
lowing E and F, on the second string . 

Jg C| ... 

These two notes are very coarse and harsh on many Violoncellos, the cause of which 
must certainly arise from the vibrations of the string being bad or unequal . But if the 
lower octave of these notes be taken by another finger on the fourth string, as indi¬ 
cated below, the second string will be found to vibrate very well, and will produce a 
sonorous and agreeable sound . 


6 




Take theK on the second s.nng with the first finger, and place the third 
the K of the fourth string, as follows: 


143 

on 



Press the strips very firmly with the first a„d third fingers, and w he,, are 

" ihvy ar " rislt. places, draw the has across the second 

K only, and you Hill llnd that it will render a sound much more full and so¬ 
norous than when the upper K .. was played . The rear. . , his , s , that the 

string \ tin ates also hy the octave of the K on which the third finger is placed. 

, rF,< Vlbr!,,i, " ls as rl .F"'’ " 1 »» ">•»••• which produce the open 

notestaud ,t appears to me beyond all ..ft, that the vibrations of the fourth string 

assist those of the second, and by this means so greatly improve them 

The same iiccnrs with the K of the sec.I string, w hich. a great many Vi.do,,- 

S. IS very tail . lake this F with the second finger, and its lower octave on the 
fourth string with the fourth finger, as follows: 

2 j 


=§P= 


and When you have assured yourself that both fingers are properly placed,draw the 
bow across the second string .. and the same effect will result. 

I merely mention these two coalitions of vibrations to prove that the vibrations as- 

MS ;„7 ‘ r - HS " Wen ‘ : f,,r th " -samples.,-an rarely he put in practice . 

V"' '’ thar " l,ere> ’ t " , K tbmgs to lie said on the subject of this chapter, 

‘ 7 S "" ,,ly "y“»- •» ‘Hr object I have in view: which is, to seek 

as much as possible, Ihe means of obtaining a true intonation , and of drawn,ga purl 

tone from the instrument . I will therefore suppose that I enter a . where a per 

son is playing on the Violoncello, and that he h* i i . 

that he has h,s thorn!) placed on the H flat of 

the first string and the E flat of the second, as in the following example . 


0 

- fi -, 

- 

A . ! 9 

—- ■ __ 

r-—-- 

« 7 0 



Now, without knowing whether the instrument if 


is tuned too sharp or too flat , I 
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744 

shall at mice discover, from the sounds produced , whet her that person plays in tune; 
tor unless I hear the notes G, C, and D \ibrate more freely than the rest, I shall say 
he plays falsely . To prove this, let us examine the scale of JK flat. 


mmijwTmt 

■V 

-°*- 

o . j 




J2l 

-— II 

. ■ 1 

®- 1 Resonance . 

1 R Msim : 

3 Resnii : 

1 Res on: 

1 R I'Snti ; 

2 Rcsnn : 

2 Resort ; 

EEEEEH 

1 Resnn: 


The G has three resonances, the C two, and the D two, whilst all the rest have only 
one each; if, therefore, tile G, C,and Dare taken correctly, they must of necessity produce 
a more full and sonorous sound than the others; and this cannot escape the observa¬ 
tion of a cultivated ear. By these notes, therefore, we must regulate our intonation in this 
position . L here are few positions in which these notes are not met with,and it is by them 
that the intonation must always be regulated; unless, indeed, we are playing in keys so 
stopped, that they contain no sounds related to the open strings and their points of vi¬ 
bration; but this is not the case in the open keys, which are most frequently used._From 

all this it results, that if we accustom ourselves carefully to listen to the different reso¬ 
nances occasioned by the vibrations, we shall acquire a certainty in playing in tune,and the 
quality of tone will assuredly derive from it considerable advantage . 


CHAPTER XVII. 


EXPLANATION OF THE DISTANCE AT WHICH THE FINGERS SHOULD BE PLACED 
FROM EACH OTHER,IN THE FIRST FOUR POSITIONS; AND THE PROOF OF 
THE UNITY OF THESE POSITIONS, BY COMPARING THE SECOND, 
THIRD, AND FOURTH, WITH THE FIRST, IN ALL ITS RELATIONS. 


I have already given the scales in all the major and minor keys; and this might be 
sufficient for those who, in referring to authorities, say; they must be true, because such 
a one has published them. But all do not think alike; for there are some persons who 
are not afraid of application, but delight in investigating things, and desire to ascer¬ 
tain, whether a principle laid down as true, is really so in all its relations . For the 
satisfaction of such, therefore, I write what follows, and shall endeavour to conduct them 
from one consequence to another, even up to conviction; and should I not succeed in my 
attempt, it will be owing to my own faulty Explanation, as I am thoroughly convinced 
that the principle which I seek to establish is true in all its bearings. 
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^ here is no doubt that,at first tin* ti llr , /4a 

<'•« -la,.. subsists br,W (h ^ ^ «curdi„ K to 

of the hand aud length „f t be fiZ ,7 ^' >, " n ^" ."I- 

ll"t sumo, though vorv few, aro still ,Vb 7 Z ^ ^ ^"""*’ i *'"' 

cello in (ho samo w ‘ as , , , Wish «“ ( '"ger 'he Viol,,,, - 

about twenty - six inches, ( I L v ,fbu„f belus!" ’ h"\ "" ^ '" r "‘' Jr bei "* 

'"Striiments,) and that of the'latter. ZZehZt 7^ 7""*. * 'Z 
and rule to measure the distance nl III l i ^ ^ *" "' ’" 11 lH ’" f 'akinglinc 

W twdve is less than the ba If Ifto ^ 7 ! “ ‘ ^ ..*- 

is i. the middle of , 1,0 |,.„g th „ .. *'*” *.. *"e octave 

manner, for the sim.de rea. “ -.-ry-wh^ fingered ,o a re,„ 

la l’Se of time been studied by skill, I ^ ‘" s t'"ontent, bas during the 

having; been preceded by another instrumelt" ih ''^VV'r ^ ' l0,WCel,0 ’ H 

very similar; and as this instrument ba II ’ . ‘-'"'’-.the scale of which is 

on the Violoncello might well have so It i''' " “ I>ly ^ "™ practitioners 

portions for the dista nce of the finger ^ ! V" ' " flll Scring , suitable pro- 

orchestras, the players on the f . d™ C1,,se<l,t t ° ^'appear from the 

for the latter, and were so infatuated Ts the m " st Profound contempt 

»' ‘he case. . t „ ZdlZ ^ .^ 

14 rela,i ''" t0 th *‘ "f the supplanted instrumln, Wh ' Ch mi & ht h 

n..,":rz c rz , r < z, 1 :z 1 r'iz'''::zz::r :vr - >'~ 

**** - carried ^ "" 

rr - *— 

perpendicularly on the strings, and were ^ ^ ^ ^ 

ther, as they should be on th f t ° a Semitone ^ roni each o- 

'he alternative of the first fi„l 77 7 «>* exception of 

seeding examples. I„ sh# *Zd T"* ^ "~rate In the 

fingering of the Viol and that’ of „ u vZ ' T . .. *" "'" W ^ 

scale; hot a great difference in the 1 '' "" ... ” f ‘ h “ of them 

— hy fourths and ^ ^ ^ "» ^ was 

:~:r- .-.... 

.a- . vt .“r~—.. 

indebted for h,s rare talents, and for having carried 
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the perfection of this instrument far beyond his master . This little eulogy on my 
brother will, I doubt not, be readily pardoned : it is the expression of gratitude,which 
my relationship does not exclude, nor cause me to forget that it is to him 1 am indebt 
ed for the little I know . 

As to Bkrtkau, it is to be regretted that he has left us nothing of bis principles, 
except by tradition . It is true that some of his scholars have written methods for the 
instrument, but they are not very satisfactory : the principles of fingering in them are 
only glanced at, instead of being demonstrated; and thiseis the reason why, even in 
the present day, there are nearly as many ways of fingering as there are professors. 
B krtkau, however, had strongly felt the necessity of the fingers not being too far dis¬ 
tant, if’ they are to preserve their strength and perpendicular pressure; that the first 
might be extended from the second, but that the third could not be removed far from 
it without an effort and a loss of its perpendicular position: lastly, that the fourth or 
little finger is too short and weak to be extended from the third, from which it derives 
a portion of its strength, &e. 

It is, then, on the principles here stated, that the fingering of the Violoncello has been 
determined: and it has been settled that, between the first finger and the second, there 
may be, according to circumstances, an interval either of a tone or of a semitone;but that, 
in all other cases,(except, indeed, in the very rare instance of the extension of the fourth 
finger, noticed in the chapter on Arpeggios,) there must not be a distance of more than 
a semitone either between the second and third fingers, or between the third and fourth. 
This is the principle which I shall now endeavour to demonstrate; and for this purpose 
let us first take the scale of C major, and we shall see that, in it, all the fingers are 
at the distance of a semitone from each other . 

s* s,ri«. *'•' s " ,ns -~ a 


4 ( 1> String. 


K X AMI’ L K 


T 3 4d| r 2 4 


0 12 4 


If this example is not sufficiently convincing, the following wall prove it as decisive¬ 
ly as the fact that twice one are two . 

t i I .. __ _ _# if it 


EXAMPLK. 


2 3 4 () | I] 1 2 >3 4 0 1 2 3 


The following is a short passage for putting this truth in practice, as well as for 
strengthening the fourth finger and exercising it and the others . 
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fra c( ion separately. I sha |, ^ wJnoh we shall now see by taking each 

O'V more accustomed to that • /"' il"' * thB ^ KtrI "^’ as Violoncello-players 
lurid my meaning better. " ° th ‘' rS ’ a '"' therefore compre- 
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I 1ms, also, the third position is known, with all its fractions, and it is equally in ac¬ 
cordance with the first, as the fourth has been proved to be . There now only remains 
the second position for consideration . I might write the first position on the first 
string a tone higher than I have before given it, and then it would certainly be the 
second position on the first string; but as I am desirous of presenting it by the same 
notes, ( as I have already done in the cases of the fourth and third positions,) I shall 
write on one stave the four fractions of the first position on the first string, and, on 
another,the same notes an octave lower, which will give the second position on the 
third string . 

® KXAMPLK. 

l s .t Position 

On (hr l s d String. 

Position 

Oil (ho 3String'. 

Here, then, is the last of the four positions on the neck, found by the same means;but 
as by this means we could not have this position on the first string, 1 shall now indi¬ 
cate the parallel of the third string with the first, in order that, by setting out from 
thence, we may be able to verify the passages of these fractions . 

KXAMPLK OP THK PARALL K L. 

2". (< Position 

On the l*d String 

2":* Position 

On the S 1- .' 1 Striritf. 
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The unity of the first four positions has, J think, now been fully demonstrated and 
established; so that any one who, in the fourth position on the first string takes the 
G with the third finger, and, in the third position, the F natural with the same fin¬ 
ger, will he convinced that he errs against unity . 


•4i ( . h Position. 

I s .* String. 


I 5 .* Position. 

2". d String. 



K X .4 M P L K . 



The proof that this fingering is not correct, is, the necessity of abandoning it every 
moment; the next example will clearly show this. 


4 t . h Position. 


3 r . l( Position. 



However, the above is but a slight fault, for it neither destroys the freedom nor the 
perpendicular pressure of the fingers . Hut this cannot be said, when the scales of C 
and D are obstinately fingered by some persons as I am about to give them, and the 
others in a proportionably faulty manner; and further, when the notes D,E,F; and G, 
on first string, are taken in the way indicated below. 


EXAMPLE OF THESE FALSE MODES OF FINGERING. 
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lo such persons we have nothing to reply, except that their wills are free, and to pay 
them many compliments if they succeed, with such a mode of fingering, in playing in tune 
and in drawing a fine tone from the instrument . 


Hut. I must now' treat, of the mobility of the thumb at the back of the neck; of which, 
in the Chapter On the Position of the Hand” i promised to give an explanation . 

When there is a distance of a minor third between the first and fourth fingers, (as 
in the following example,) the thumb, as I have already stated, should be placed opposite 
the interval between the first and second lingers. 
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, h( . ” f< 7 " distance .,f a maJ „ r thjr(l from 

.. the second finger then takes the place of the third, as we have seen in 

e P-e „,g examples of the first and third ... t in which case, the thnmh 

sh,, "l« l follow the second Wer and ^t. , . . , L 

r ” dvance behind the neck with it uml ti, k * 

f'"gcr should remain firm in its „w« place I h „ . ^ 

"f the third fraction . I„ the ftrst tw t *. 

h,v • .n measures the thumb keeps its place, as we 

7 . ,h ; .. last two it . . L With the s 

l "S t ' r *"<* comes nearly opposite it . 


K X V VI p L K 



H ‘ ,f "‘ ( * u, " lh advances with fhf 2". <1 fim-vr. 


This procedure should always tuk^ . 
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S h ’ tr " m the commencement, that of a major third . 

r:- kg _ 
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CHAPTER X V111 . 

OF THE BOW* 

ARTICLE I. 

OF THE MANNER OF HOLDING THE BOW. 

The thumb should be placed flat on the stick ; the second finger should 
bear upon the hair; the first linger should advance on the stick to a little distance 
from the second finger, and should be moveable; because, the farther it is from the 
second finger,the more support the bow has upon the string: this mobility which, 
according to circumstances, is sometimes great, and at others moderate, or almost in¬ 
appreciable, is particularly necessary for expression . The little finger should be pla¬ 
ced upon the stick, and then the third will naturally fall into its proper position, 
though it should but barely touch the hair, otherw ise the bow would he too far in 
the hand; which,it is true, might cause it to be held more firmly, but would destroy 
all the mobility or play of the fingers, which is extremely useful . When, however, I 
say that the third finger ought not to touch the hair,! must he understood as speak¬ 
ing of an ordinary sized hand; for those who have long fingers, may have the third a 
little on the hair, without the bow' being thereby too far in the hand. 

In this method of holding the bow, the thumb should he situated between the 
second and third fingers . This must be carefully attended to, as it gives more support 
to the first finger; and we feel that the whole exertion of the hand is made on that 
side .The little finger, on the contrary, may balance this power and lighten the how 
at pleasure . I have always perfectly felt these movements when playing on the Violon¬ 
cello, but I should be nearly as much embarrassed to analyse them, as to describe those 
of my tongue, when I speak . However, what 1 have said proves at least that the bow 
should be held with freedom, and without the slightest stiffness of the hand . One 
thing, for instance, I can assert, which is, that when I take a note with force on the 
fourth string, the first finger advances considerably from the second; w hile, if I play 
moderately loud on the first string.it is nearly close to the second finger . 1 shall not 
enter into all the gradations of this movement, which depend entirely on sensationrwe 


w;ls nilt M r Du^rt’s intention to have spoke,, of the how, a,i,I he has only he,... induced, through the so- 
licit at on of his friends, and since the manuscript of tins work was place,I in the Kgravers hands, to p,,t together 
the remarks which form the substance of this chapter-(Note of the French KditorT] 
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feel that it should advance or recede, according to the different degrees of power 
which we desire or are obliged to employ. 

The second finger , which touches the hair, keeps the bow steady and prevents 
it from turning; but it has also other properties, of such delicate sensi bility as to 
render them almost inexplicable: for example, it frequently informs us. through the 
contact of the string with the hair, that the vibrations begin to get unequal, and 
that the string is about to whistle or produce a harsh kind of sound, which it of¬ 
ten rectifies . But I fear I have already said too much on this subject-, for I do not 
wish to enter on a discussion of things which certainly 1 could not prove . I simply 
state what I believe I have felt. I have seen many persons, who have correctly made 
all these movements without giving attention to them, which must have arisen from 
natural feeling; as regards myself, I did not perceive the facility with which I made 
them, until I was engaged in teaching those who could not do the like . 


ARTICLE II. 

OF THE POSITION OF THE BOW ON THE STRING . 


T| le hair mnst he nearly flat or, the string, and yet the stick somewhat inclined 
towards the finger-hoard, hut not too much, otherwise when a little force is employ¬ 
er! the wood of the how will touch the string . When the lower strings are played 
on, and particularly the fourth, the hair must he quite flat, but this is dune so na¬ 
turally, that I have never met with a pupil to whom 1 have had occasion to mention it. 

ARTICLE III. 

OF THE PLACE OF THE BOW ON THE STRING. 

The place which the bow should occupy on the strings of the Violoncello is ge- 
nerally fixed at two inches from the bridge . Ail those who play on this instrument , 
know, that, in order to produce a fine tone, the bow must remain as much as passible 
in the same place on the siring; but 1 think that, for the medium degree of power in 
playing, the above-mentioned place is rather too near the bridge. I am not bold enough 

1 i ? ‘-1 6 


L .:BRARY 

OF 
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to determine the precise distance; for, in order to do so, a systematic method must op 
eessarily be adopted, and this for two reasons; first, because in keeping the bow as 
much as possible in the same place on the string, it will always approach the bridge 
a little, even against the will oj the player, when the sound is augmented,and recede 
from it when the sound is diminished : the bow should certainly vary from one place 
as little as possible,and never move about from the bridge to the finger-board, and 
from the finger-board to the bridge, w hich would more than occasion a bad tone; for, 
on the one hand, it would cause the string to whistle, and, on the other, to screak . 

The second reason which equally and rationally prevents the determining this distance, 
is, that it must vary with different persons . This reason may, however, be more easily 
demonstrated than the other; indeed it will be readily understood, that the nearer the 
bridge the bow is placed on the string, the greater is the resistance offered by the 
string to it, and consequently a more vigorous attack is required, which renders the 
vibrations stronger: hence, it results that greater force must be used by the left 
hand, as the string must be stopped by the finger with a force proportioned to the 
attack which it has received from the bow . However, w T e should not, for the mere 
sake of trying our strength, press down the finge r as much as we are able,and then 
draw the bow forcibly across the string, very near the bridge, and exclaim, “l can 
produce so much soundy the question, here, is relative to a mean term; while this 
would be acting like a inau.who, being able to lift three hundred weight, should say, 

I can curry this weighty although he would be obliged to lay it down before he had 
proceeded ten steps. It is with the force of the bow’ compared with that of the fingers, 
as with a man who is laden during a whole day’s journey on foot . The fingers must 
doubtless press down the strings, but still so as to be able to do it with agility. There¬ 
fore. , whoever has a very firm and vigorous touch may fix the place of the bow nearer 
the bridge and produce a fine tone; w'hile those whose touch is weaker, will be obliged to 
fix it. rather farther off, otherwise the string will screak. I think a master would be 
greatly embarrassed to determine the place of the bow for his pupil; it being, in my o- 
pinion, a matter of feeling. The grand object is to produce a fine tone: as to the more 
or less force, (talent and skill being equal,I that must depend on the physical capability, 
and therefore it. belongs to the performer himself to seek the proper place or distance from 
the bridge, until he perceives the tone to be perfectly round, pure, clear and equal . 
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ARTICLE IV. 

OF THE CONDUCT OF THE BOW ON THE STRING. 


/.5.9 


The bow should be drown and pushed horizontally on the string care being 
taken to keep it front one end to the other, at the sa.no distance front the bridge . 
The facility of doing this may be acquired, by moving the boo backwards and for¬ 
wards in such a manner, that the hair may be always perfectly square with the string, 
and by employing at all times the same degree of force. In regard to this, there 
are several things to be observed; fir*, the motion of the fore arm. which, almost ex- 
c usively, must- suffice for drawing and pushing the bow throughout its length; the 

P * r ‘ " f th ' Kn " " U ' St .. «“• P-i,I-, except when the wrist ap¬ 

proaches the bridge,an,I then the arm makes a slight moventen, to f.nish pushing the 

-owtt e same thing also takes place in returning, as the ..arm is then .ad out 

" " S fM " eXte '" ..- b - k b «» ^ P-. . Secondly , care should be taken 

" Pe " ‘ he e ' b " W W, ' U > ““ tha ‘ ' h - nrm may be nearly extended when the bow ar- 

""" “ ,tS ... t0 hi “* ">'• .or par, of the arm, as that renders 

he movements of the bow heavy, difficult and constrainedtthis is wha, is called playinv 

from the shoulder, a habit which, if unlortunately contracted, allows the wrist but little 

m ";. a '" '™'"‘ ,h - . .''or to act: for the movement of the elbow is nullified 

‘ he m * r ““ trifl "“ rtifficult and occas.. fatigue. The wrist per-’ 

. . a " "" P " rU "' " art th * 0.Inc, Of the bow, and has two wholly distinct 

movements; the first of which we shall now ..sider . When we wish to draw and 

pnsh the bow quite horizontally on the string, the wrist, as I have before intimated 
s ould act in the manner of a hinge, otherw.se the point of the how would incline 
. ownwards when drawn, and upwards when pushed . This movement is called the op- 

f’"'". . ,he WrlS, ' and «■" ”■■«* bkeo that it be neither too much nor 

<m ,ttle . By stnctly attending to the hair of the bow being always kept quite square 

«' C string, movement of the wrist wall spontaneonslv take place . There are 
7 ; P, T“ Wh " ‘ nake if — b "> -T ““dess movement is ridiculous; others 

" " S|,Hy by " ,b '' t -I.. “"thing is so graceful as ease, which 

-cry unnecessary movement destroys . When the bow is pushed from the ... to 

e nut, the wrist must be slightly raised, in order ,0 arrive at the second finger which 

^ ‘ h : W ..' y “ . «- ' b *' - «““h “f the bow as possible may 

he employed . 





160 


One of the most common faults in the conduct of the Violoncello bow, which 
I cannot here forbear to notice, is that of constantly holding the point of the bow too 
high . This fault is subject to great incon\enience; for, in this position of the bow on 
the string, in drawing the bow, the hair ascends from the bridge to the fingerboard , 
and, in pushing, it descends from the fingerboard to the bridge: the former often cau 
ses the string to whistle, and the latter makes it screak . Hut supposing we should 
he able to prevent both the whistling and screaking ; sti II , with such a faulty con¬ 
duct of the how, we should never obtain a pure sound; because the vibrating string 
being continually shortened and lengthened by this means, there would necessarily 
result an inequality in the vibrations, and consequently a bad tone 

The second movement of the wrist is used in changing the string; for ex¬ 
ample, if the bow be placed on the second string, by raising the wrist a little the 
how will at once be found on the first string; or, on the contrary, by slightly 
lowering the wrist,,t will he on the third string . The arm has nothing or nearly 
nothing to do with this movement,, which must take place every time the string is 
changed . This is much more evident in the bowing of those passages which are 
called in French, “ butteries ," of which I shall speak farther on . 

ARTICLE V. 

OF THE ATTACK OF THE STRING BY THE BOW. 

What is called attacking the string, is, the taking it in such a manner as at once 
to put it into vibration; for, if we place the bow too lightly on the string, (suppose 
with the point,) and then push it forwards, the string will whistle; and even if press¬ 
ed more heavily while being pushed, it will still continue to whistle or give its oc¬ 
tave, but will not vibrate clearly . The string must therefore be so attacked that it 
may vibrate fieely at the first motion of the bow, and then by keeping the bow T pro¬ 
perly placed on the string, a fine tone will be obtained throughout its length. The 
attack of the bow varies greatly according to the different kinds of expression which 
we wish to produce . T. here are some cases w here a very strong attack produces a 
fine effect, and others (and these are the more general,) where it should be impercep¬ 
tible or inappreciable; but this depends on taste and feeling. 
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The manner nf attacking the string appears ,n me he this.. first, p, Hf( . , he 

b " W ' "" the S,nn)?>th ‘'" ... ,h " »™‘ » * afterw^n push the bow, this 

“.. ... '"*• <— ‘he - tn pn, the string m# . 

a,,d ** mHl< " " ' Th - “ —• MW t„' s ;t„„g, and we say „f 

a performer that his how bites * 

Thns far I have spoke.. nf the pnin, nf the hnw, fnr the case differs when 

b ""' " .. . " f ^ “"*« of the .. then commences i,„- 

mediately nnder the hand, it happens, from the weight nf the arm, that the attack 

- nearly always ton strong* tend therefore it is here necessarv tn diminish the pres 

to that nf the point . In general, the hnw can neither he draw. poshed a single 

without the string being thns attacked . I, is impossible fnr me tn enter into 
oil the gradations nf this imperceptible touch, fnr snch it most he, I shall therefore 

«. y observe, that the attack must he In proper, . tn the strength nf ... re q ,„ - 

red, and proportion to the resistance and the length of the strings which hate to 

: t 7 l,brati °" • 1,1 ^ * h "~ -«"* ‘Ho strings with too much force 

[ y ’ a " d th " SeWh ° . .. *"*' k « h ™ -•« sufficient vigour are liable to 

make them whistle . 

I have already observed that the attack should be imperceptible, and the follow- 
y S °" f ° r tHe aSSert, °" ‘ ]t seems ■"<* that the string should be suf- 

.....—.-a,- 

.. * • ..-no -.a .... , Vr . 

are occasions, however, as , have already observed, when the expression retires this 
lory strong attack; then, indeed, it produces its effect and does not shock the ear . 
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The French ph^e is; ‘ c*t htunme a du mordant dans I’archvtV 
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ARTICLE VI. 
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OF EQUALITY AND SHADES OR GRADATIONS 
OF SOUND, AND OF EXPRESSION. 


Variety in the manner of playing, gradations of sound, and consequently expres¬ 
sion , depend on the bow, and are matters of taste and feeling. I shall not attempt to 
give examples of such taste and feeling, as that would be extremely ridiculous; hut I 
will say that in order to he able to produce all those shades of sound which feeling 
inspires and taste regulates, we must begin by acquiring a perfect command of the bow. 
One of the means is, to seek to equalise the sound which the four strings produce . 
This may be attained by the practice of drawing and pushing the bow perfectly even, 
from one end to the other, and with a moderate degree of force, as T have already 
observed in the Article on the conduct of the bow . The scales must therefore be 
played very slowly, taking care to make every sound as equal as possible, both in 
drawing and in pushing the bow . It is also a point of the greatest importance per¬ 
fectly to equalise the drawing and pushing, without which neither smoothness not neat¬ 
ness will be attained, and (if the phrase may be permitted) I may add, only a lame 
method of playing will result . Great attention must likewise be paid that the suc¬ 
cessive sounds be produced perfectly equal . There is no instrument, however good 
it may be, which has the sounds on all its four strings perfectly equal in power and 
quality . It rests with the player himself to equalise them . 

It may perhaps be said that, in speaking of shades of sound, and of expression, 

1 recommend monotony . To this I reply that every thing has its centre, and the 
centre of fine playing, if I may so express myself, is the greatest equality in the dif¬ 
ferent sounds . This equality, from the gravest to the most acute sound, is not to be 
neglected, since in the opinion of all professors, it is a thing at once the most difficult 
and the most rare; hence it is necessary to enforce it. Resides, we cannot persuade any 
one that the bow may produce every possible shade of sound, if he is not able with it to 
equalise the sounds at will . It therefore you have not a perfect command of your bow, 
and cannot equalise it in draw ing and pushing, there will be an intermixture of weak 
and strong sounds, which it would evidently be an error to take for shades and expres¬ 
sion, as such inequalities would always occur in similar circumstances. 
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When the power of equalising the sounds shall have been acquired, the aug 
menting and diminishing them at will may be practised; and this may he done by 
gliding the bow from the nut to the point, and from the point to the nut, taking care 
to begin very softly and then gradually to swell the sound, without the least jerking, 
as far as the middle of the bow, where the greatest degree of power must be attained; 
after which the sound must be diminished as gradually as it has been augmented, un¬ 
til it again becomes very soft . This must be practised as slowly as possible, and it 
presents another instance for equalising the drawing and pushing, without which we can 
never acquire a perfect command of the bow. I must here repeat what I have already 
said in Article III, namely, that “ in keeping the bow as much as possible in the same 


place on the string, it will always approach the bridge a little, even against the will of 
the player , when the sound is augmented, and recede from it when the sound is dimi¬ 
nished. indeed, the string offering greater resistance when taken near the bridge,fur¬ 
nishes the means of obtaining a greater body of sound; but it is necessary to guard 
against approaching it too uearly and, in particular, too suddenly, as it will then screach. 

Wdien the two means have been acquired, of equalising the sounds, and of augment¬ 


ing and diminishing them at will, both in drawing and in pushing, the bow will then 
be able to produce all the gradations of sound . I am fully aware that the various 
kinds of bowing are of great, importance in expression, and that it will be acquired 
more easily by this means, as it offers considerably more attraction by its variety, 
than that of which I have been speaking, which is very dry to study: but, still, it is 
not the work of a day, since even the most skilful professors, when they have not play¬ 
ed for some time, or when they find the equilibrium or the certainty of the bow is dis¬ 
turbed, exercise themselves for hours in this manner, before attempting a passage, or 
looking at a Sonata or Concerto . Every one has not this patience, which is unfortu - 
nate, for without it I think we shall never even approach towards perfection . It may 
not be useless to add that this study affords the means of perfecting the intonation. 
Beauty of tone and perfection of tune are very nearly allied to each other; besides,the 
slowness with which this study is conducted, gives time to judge of the intonation, and 
to adjust the hand if it should have deviated from its true position . But let it not be 
thought, that I mean to say this study should be absolutely the employment of begin¬ 
ners, for it would perhaps altogether disgust them; they should certainly devote a lit¬ 
tle time to it, and in my opinion, in proportion as they become more proficient, should 
give it still more of their attention . 
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ART 10 LE VII . 


164 


CONSIDERATIONS RELATIVE TO EQUALITY OF SOUND,AND TO THE QUALITY 
OR DISTINCTIVE CHARACTER OF THE 
TONE PRODUCED FROM THE INSTRUMENT. 

Id the preceding article I have spoken of equality of sound; hut, in order to a- 
\oid confusion, I there omitted se\eral things,which shall now be stated . It is well 
known that gravity of sound arises from the length of the string, and also that the 
Violoncello has four strings of equal length, but of unequal gravity .This inequality 
has been attained by adopting strings of unequal thickness; thus, the second string 
is thicker than the first; the third is covered with plated wire which imparts gravi 
ty to it; and the fourth, w hich is thicker, is also covered w ith plated w ire, but of a lar¬ 
ger size, and which therefore imparts a greater degree of gravity._I have already 

remarked, in Article V, On the attack of the string by the bow” that this attack must 
be in proportion to the resistance and the length of the strings which have to be put 
into vibration”. The same principle must be kept in view, in regard to the mean force of 
the bow, as that w hich 1 have recommended for equalising the sounds; for if the same 
mean force were employed for making the double octave of the first string vibrate, as 
that which must necessarily be used for putting the fourth string into vibration, in the 
first position, the sound of the first string would be deadened; it is therefore necessa¬ 
ry that the attack of the bow and its pressure be in proportion to the resistance and 
the length of the strings . T hus, to obtain a perfect equality of sound, this,force must 
insensibly decrease from grave to acute, and increase from acute to grave . 

1 here are some persons who may be said to produce three different qualities of 
time from their instrument; the bass being feeble, the middle part good, and the up¬ 
per part rather harsh : and this must certainly arise from such persons not performing 
the gradations according to their true proportions . But as the ear alone can be our 
guide and enable us to judge in this matter, it is highly requisite to listen attentive¬ 
ly to the sounds produced. One thing to be particularly recommended, is, not to abuse 
the force which we may employ on the first string: on the second and third we must 
not press too heavily, or we shall he liable to touch two strings at once; but on the 
lirst string, by merely raising the wrist a little, we may press as heavily as we please, 
only this renders the sound coarse . I„ general, the force of the bow should he spa- 
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imjrl) listed on the first string; for which reason wo should accustom ourselves /if 
ascend n„ the second string as often as possible, if we w ish to obtain great equality 

° f *.. • " “-y th *-" b " aska(l . why I have used the first string, in giving the scales 

on one string, to which I reply, that I did so in order to be better understood; but, 
as these scales may be ascended on all the strings in the same way, they should be so 
practised, and it will assuredly he often found that an advantage will be gained,in re¬ 
gard to equality of sound and quality of tone, by ascending on the second or even oo 
the third string. 1 his leads me to speak of the distinctive character or quality of 
tone which a performer draws from his instrument; and I think every one draws that 

quality in particular which best pleases his ear and best accords with his physical 
powers . 


Article [II, I have already said, that “whoever has a very firm and vigorous 
touch may fix the place of the bow nearer the bridge and produce a fine tone,while those 
whose touch is weaker will be obliged to fix it rather farther off” By this I do not 
mean to say that they will not lie able to produce as fine a tone, but merely that 
it will nut be so powerful . Here, then, is another quality of tone, since it differs 

from the first in power; and this is so true, that, if you give twenty different people 

a Violin nr a Vmlincello to try, those who have an exercised ear for judging of 
these instruments will distinguish as many different qualities of tune . [ do nut say 
that the contrast will lie as of black to white, but assuredly the shades of sound 
"ill he distinguishable Every player, then, having his peculiar quality of tone should 
preserve it throughout the instrument; shading the sound, however, from the loudest to 
the softest, without altering the quality; and this is very essential to be observed, as 
there is nothing mure disagreeable than such changes of quality in an instrument . 

Those who know that the most celebrated singers have not attained their high dc 
gree of skill but by constantly labouring In equalise the tones of their voice,_ although 

“ may ^ fira ‘ tha ‘ “ is modulation, the inflexions, the variety and a- 

gility which have constituted the charm of their singing,_ will pardon this lung 
digression, the object of which is, to recommend performers on hnw-instruments to 
labour to acquire that equality which embellishes the sounds of an instrument, as 
much as it does those of the human voice . 
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ARTICLE VII r. 


the different methods of bowing. 


By the expression Methods of bowing’,’ is understood the different ways of con¬ 
necting; the notes by means of the bow: for instance, quavers or semiquavers played 
4 by 4 with the same up or down stroke, hut with four distinct movements of the 
bow, are said to be detached,• as they are, also, when taken 3 by 3 and performed in 
the same manner . But when 2 by 2, 3 by 3, or 4 by 4 are connected by a single move¬ 
ment of the bow, either with an up or a down stroke, they are said to be slurred. At 
another time, in the case of four notes, the first two may he slurred, and the last two 
detached; or the first may be detached, and the last three slurred; or the first three 
slurred, and the last detached; or, finally, the first detached, the two following; slurred, 
and the last detached . All these varieties of bowing; are found indicated in the music 
which is played, and it is there that they must be studied. If I were acquainted with 
any new methods of bowing; I should take pleasure in giving them, but I believe that 
none have been discovered since the time of Taktim, who calculated all of them.They 
may be varied by the accent of the bow, but hitherto it has been considered useless, or 
perhaps too complicated, to mark such accentuation in the music; and I venture to say,that 


these accents of the bow in passages are merely a matter of fashion, and subject to its 
changes .For example, when two notes are connected together, they will at one time be 
played perfectly equal, and, at another, with a slight pressure on the first, then again 
with a similar pressure on the second, and so on . All this depends on the fancy of the 
player. In the exercises, as well as in the passages, will he found a sufficient number of 
bowings for the practice of the how, if the different methods which are therein indicated 
are scrupulously observed . To give a clear idea of them, however, I shall here present 
some in due order. I shall employ the same passage for the purpose of exhibiting these 
bowings; and that too, shall be a common one,in order that it may be the better understood. 

Let us begin with the detached bowing, with a down-bow. 
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and so’jf.' The f °" r With a d " wn the four following w 


ith an up bow; 


Slurred 4> by 4. 



N?S - Th# first tW " With * •>-.*»<« »h. two following With an op bow. 


Slurred 2 by 2 . 



N’* 4. The first with a down how, and the other three wi 


th an up bow. 



N<>5. The first three with a down how, and the fourth with an op bow. 



N. 6. Slur the first two with a down bow, and detach the two following In 

“ CaS ! the firSt tW ° "° tes •—*< part of the measure are played with 

a down bow, and the first .. the unaccented part, with an up bow. " 


dTl'/i T f he -?i. rSt j" te W ‘ th “ b " iv,tht ‘ tM " faHowiiig slurred with an up bow, 

and the last with a down bow, this finishes the first group . The first note of the 

second group „ then taken with an up bow, the two following with a down bnw, and 

an up bnw. [The third group like the first, and the fourth like the second^ 



*? 8. The first note with a down bow, in order to bring in the cross accent (cotlfre- 

r “ thB by ttt "’ * ,W ^ Wi,h * h * — accent . This bnwingis 

much used in the present day. 









NV 9. Slur H by H , bejrinninjr with a (lown how> 
— 


Exi: 



N? ,0 - Sll,r m h y 16 ■ h-ginning with a down bow. 


Ex 



It most have been observed that the commencing notes of the phrase have al¬ 
ways been taken with a down how. But. in order to obtain facility and command of 


ill II I * 7 v^uiuio-HU W1 

e tow, the preceding examples should be practised !y beginning with an up bow 
and then scrupulously following the bowings as thev are »„k.i __ 


£ s as they are marked, [which will entire- 
Here follow different examples of bowi 


ly reverse the first order of bowing 


time . 


ln £ of three, or triplets, in 2, 


All detached: the first 


with a down bow . 


m -m 


E x 



K 


V-> ^’ S,Ur 3 hy 3 ' be £ inni »£ each measure with a down bow. 


Ex: 


K?5 - Sl,,r 6 '>y *•>- f^st » ix with a down bow. 



NV 4. Slur two With a down bow, aud detach one wi 


ith an up bow, 


Ex: 



with a down bow, and two with an up bow 


Ni\5. One 









6 ’ The f,rst "° te Wlth H d ° Wn boW ’ an(1 the others sWred 3 by 3, as theyar 

. ‘ b " Wi " S ’ "* "*‘ e " f tht; 'hre, which are slurred together ,„„s, he 

tl 7; re a ™ M tha " ,he “» h ^ h “ H the firs.te of the sec.. 

part of the measure, and the ear requires i, to be distinct!, marked. 



N\* 7. The first with a down b 


<>W ’ the " tW s,,,r red, and afterwards three detached. 




Here,too, it must ha\e been seen th.a n 

.... ‘ that ali the commencing notes have been taken 

with a down bow,• but Me should H b k 

reverse order „f h . . . * bl * *" P erfw “ *" '■>«« exercises with the 

order of bowing, by begtuoiug them with au up bow 

The following method of bowing 3 by 3 is much used . 

u7. S '" rred ’ " ith ‘ . b ° W ’ ! * n,) tHe ,hr ^ f ° Il0wi "« ‘» k «' 



Let us now proceed to ... of six, in> time . 

N. i . All detached : the first with a down bow . 




N - Si,lr 6 hy 6; the first 


group with a dow r how 


N? 3 - Sll,r 2 by 2; the first two w 


ith a down bow . 



N*.’ The first two with a down bow, 
two with an till hirw- .... .1 


the two following detached, and the last 


Xu 5. Slur the first two with a down bow, and detach the four following. Here, 
the two slurred notes in the first measure will be taken with a down bow, and the 
two in the second measure with an op bow, and so on . 


Ex: 



# W 

* f + 



— 0 ~ - 

‘ 0 : 



^ . 


ft. 

f- 



== 

— 

— 


SB 

■ 

= 

— 

=j 

= 

— ~ 

— — 


— 

|=j 

= 

E 

— 


X 1 ' 6 . Detach the first four, beginning with a down bow T , and slur the last two. 
Here, the first note in the first measure will be taken with a down bow,and the first 
in the second measure with an up bow . 


E x : 






N. 7. Detach the firsthand slur the following, 2 by 2, as they are marked 
This method of bowing answers very well, when we desire to give a strong 
expression to a passage . 


E X : 


m r m i rrrn? ffrrrrrfrnri rf 


NV 8. Slur three with a down bow, and detach the three others . 


Ex : 










We must learn to execute all these examples, as in the case of the others, by 
beginning them with an up bow. 

X.B. There are two methods of playing detached notes; the first, by taking 
them firmly, which is used when we desire to produce a full tone; and the other, by 
a slight tripping of the bow, which is adapted in light passages . The latter method 
is performed with three quarters of the bow T , towards the point . 

Enough, 1 think, has now been said, to give an idea of the different modes 
of bowing . It only remains to mention the pique, the arpeggio, and the martele 
or staccato bowings . 

TIQT t E. The pique bowing is performed in two ways: the first is very simple, 
and consists in taking the first note, which is dotted, with a firm down-bow, and 
the second note with a smart up-bow, and so on . 
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The second way is rather more difficult, but is has the advantage that it can be per¬ 
formed with greater vivacity and even with greater force . The first or dotted note is 
taken with nearly the whole length of the down bow, but arrested near the point .when 
the string is again attacked (still with the down bow) in order to produce the quick note: 
then, the next dotted note is taken with an up bow, arrested near the nut, when the string 
is attacked a second time ( still with the up bow) to draw’ out the quick note; and soon. 

This bowing is \ery difficult to be understood by a mere explanation; but with the 
bow in the hand,and performed several times before the pupil, he will soon acquire a 
perception of it . In fact it is the taking two notes w r ith the same stroke of the bow, 
but detaching them expressly according to their respective duration . Every professor is 
acquainted with this method of using the bow . 



ARPEGrGrlOS . An explanation of these has been already given in Chapter XI . 

MARTELE or. STACCATO. This method of bowing is so well known, that 
I consider it unnecessary to explain how it is executed . It is altogether a mat¬ 
ter of tact and address , and may be acquired by much practice . Some persons ac¬ 
quire it very readily, while others never succeed in doing it perfectly : I reckon myself 
among this number 













ITZ 


ARTICLE IX. 

0F _ TH _f_ BOWING^ ofthose passages called,in french," batteries! 


This term IS IIS, -cl to a,. situate those passages ill which the how passes alter¬ 
nately from one string to another: and here I shall take occasion to explain a matter 

which frequently causes embarrassment . Many persons for instance, believe that, 
in playmt on the Violincello, an up bow is used in all those places where a down 
bow would be employed on the Violin . This is certainly an error: for, on both in 

. . accented part of the measure is generally taken with a down bow ; 

and, when a piece begins on an unaccented part, an up how is used, in order that the 
next measure may commence with a down - bow, which produces a better phrasing . 

All melodies a,,<l even dial.. passages are performed on the same principle, and it 

is only in wha, are called ba'terie* that the contrary takes place. In these, the low 
notes are generally taken with an up how on the Violoncello, hut with a down bow on 
the Violin .Here follow some examples of batteries for the Violoncello. 


1- EX A MPLE. 

Each note with a separate bowing; the first with an Tip -bow. 



2- EXAMPLE. 

In skipping over a string; the first note with an np bow. 



S r J EXAMPLE . 

In this, on the contrary, the first note, being high, must be taken with a 
down how, in order that the second, w hich is low. may be taken with an up bow . 



rf c 

-g---, 

=======^=^ 

— -d --=] 

fru j 
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4-^ EXAMPLE . In Triplet*. 
The first note with on up how, no,I the two folio 


m 


wiu£ with a down bow . 



EXAMPLE. In Triplets. 

te Hith a down bow, and the two following with an up how. 



In regard to the manner of using the bow in the performance of butteries where 

g i"> h kipped over, I must beg that the remark prefixed to the /20 th Exer¬ 
cise be attentively observed 

Wl11 sllfflc,! to £ lv " an i<lea of the various methods of bowing in 

these passages, and to enable the player to judge of those which arc derived from 

cram any music he may meet with. 1 ought perhaps to state, that the reason whv. 

11,1 , "’ 4 ' "" the Viidoiicellofiirthat which would he taken with a 

the Violin, arises, as it appears to me, from the fact of the strings of 
he two instruments presenting themselves in an inverse order to the hand which holds 

^ I- the . . first ... comes first, while on the Vio- 

. f ; ,7 , CO '" rary ’ ^ r "" r,h S,n " K firSt bow; and hence i, 

resu s, at the bow, while appearing to act in an opposite manner on the two instru¬ 
ments nevertheless takes the siring which is farthest from it with a Wstroke.and 

ZT !,*■ * w,,h ,f ■* - «*» * ^.t* « 

vement <> the wrist, and it will be seen that it performs precisely the 

“““ ‘“■"7’ "’•* — thi "* "" ..struments, although seemingly i„ an 

.*.*■ - . . *> . 

...... 

.r;‘ l ...— ... 

. . «- - «-.. .1,, 

1 ;f 7.. ..—..... 

..j ...a. o,o.,„„„I 

when [ have wished to produce the best effect . 
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ARTICLE X . 

OF THE FORM AND LENGTH OF THE BOW. 

I have been so often questioned on the subject of this article, that I am in¬ 
clined to think it may be more interesting than I have hitherto supposed: hence it is 
that I am induced to give my opinion, but at the same time I must beg that it may 
be regarded merely as an opinion, and not by any means as a judgement . 

I think, then , that either a heavy or a light bow is equally good, as this altoge¬ 
ther depends on the habit which has been contracted by the player . He who uses a 
light bow imperceptibly advances his first linger on the stick, which makes up for 
any deficiency in its weight . In my opinion, also, it is a matter of indifference whe¬ 
ther a bow has a high or a low point, or nut; for, of all these forms , that which 
we have used for a long period will be found the best; because the hand being ac¬ 
customed to make the requisite movements in order to conduct the bow, will be discon¬ 
certed in meeting with another which demands wholly different movements. It is almost 
the same,in respect to bows with the hair more or less tight; for I have seen some 
play extremely well with the hair screwed rather tight, and in a superior manner with 
the hair nearly loose . I do not think, however, that is a matter of indifference in re¬ 
gard to a bow being too long or too short . It appears to me that a bow which is too 
short must produce a less mellow tone and furnish fewer resources to the player; ne¬ 
vertheless, with practice and skill, I feel persuaded that much may be done with it. 
As to those of a wholly disproportionate length, 1 cannot help thinking them ridiculous, 
and this for two reasons : first, because a bow which is too long loses the necessary 
power for attacking the thicker strings, particularly the fourth; and secondly, because 
it appears to me that the bow should not be longer than the arm can draw it with 
ease, as it is almost exclusively the fore - arm which acts in moving the bow up and 
down . If too long, the upper part of the arm must necessarily move back in order to 
arrive at the point of the bow, which is very useful in a great many passages,especial¬ 
ly in those where lightness is required; but this movement cannot be made without the 
action of the shoulder, and I have already detailed the inconvenience of it. 

Th ese reflections bring to mind that, in my youth, I have seen persons' pi aying 
with such long bows that, in order to be able to employ the whole length, they have 
been obliged to throw their Violoncello forward . I well remember a certain amateur, 
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iU,d * hat " 0t > ‘' ith "" t Pl^sure, who believed that by means «f his long bow 

he produced a greater body of sound than any one else . He held his Violon¬ 
cello on his left font, so that he had his right leg quite free. When he wanted 
to play with the point of his how, particularly on the fourth string, his arm and 
right, shoulder were carried so far back that they drew with them his loins, and 
these again his right leg, until his foot describe,l a quarter of a circle on the floor. 

It must not be imagined that we can anil ought to use as long a how on 

the Violoncello as on the Violin; this ... be an erroneous idea. The position 

of the Violin allows of a much greater extension of the right arm; of which 
truth any one may easily convince himself . 

The ordinary length of the Violoncello bow is about 27 inches, including the 
head and the screw of the how; and that of the hair about 24 inches . By this 
I do not mean to say that every one ought to use a how of this exact length,nor 

that persons who have long arms are not justified in having bows of a due pro- 
portion to them . 

The most essential thing in the form of the bow is, that the stick be very 

straight and not liable to warp, and that it he so regularly diminished .that it will 
obey equally from one end to the other . There is who has succeeded bet¬ 
ter in the manufacture of bows, than W Tocktk Junr ; and I am the more pleased 
to render this tribute to his merit, because it is so generally acknowledged. 


END OF PART 1 . 
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